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CHAPTER I 
THE PROBLEM . 
l. Statement of the Problem 
This study consists of: (l) a history of art 
education from 1924 to 1957, and, (2) a curriculum for 
teaching art in the elementary grades. 
2. Justification of the Problem 
In the past fifty years great cha~7es have been 
made in the public school art program. Classes in art 
in the distant past consisted of exercises designed 
nto train the hand and eye. n Children were made to draw 
objects such as hats, vases of flowers, carrots, and 
apples. The drawings produced were supposed to be 
photographic copies of the objects seen. Photographic 
drawing, skill, and technique were the values con-
sidered most important in child art. Children were 
given formulae for color and spent considerable time 
studying color charts from which they were taught to 
select a number of standard color arrangements. Copies 
l/ C. D. Gaitskell, Art and Crafts in Our Schools, 
Charles A. Bennett Company, Peoria, Illinois, 1954, p.l. 
Boston University 
Suhool of Education 
~ibrary 
l 
were made of the drawings and paintings of professional 
_artists. Art teachers were usually specialists, trained 
chiefly in the techniques of the artist. 
This traditional art program catered little to the 
child's needs and made less provision for independent think-
ing or feeling. Many educators, in accordance with the y . 
philosophy of John Dewey, revolted against such a program. 
Basing their beliefs upon the idea that children, under 
certain conditions, are capable of expressing themselves in 
a personal, creative, and acceptable manner; they planned 
and experimented with new methods of classroom instruction 
in art. Children were encouraged to present in visual form 
their reactions to happenings in their lives. New kinds of 
paint and brushes appeared in the.classrooms, and handicraft 
became part of the work being done. 
With the swing from a·conservative, dictated, formal 
art program to a libe-ral one which allowed the child great 
personal freedom, some teachers went too far. The new 
freedomwas abused. It was not entirely uncommon to find 
classrooms in which teachers were doing little more than 
distributing ·supplies, giving little or no stimulus and 
practically no guidance to the children.·· These teachers 
1/ John Dewey, Art As Experience, Minton, Balch and Company, 
New York, 1934, p. 37. 
seemed to have the idea that any teaching by an adult would 
interfere with a child's expression. The educational results 
of this attitude were often to be as little commended as 
those of the previous teacher-dominated program. 
Today, the extreme differences of opinion tend to be 
reconciled. Many objectionable features have been eliminated, 
while those features which seem to contribute to· efficiency 
in art teaching have been retained. The school art program 
of today has a number of clearly defined characteristics. 
Most of the characteristics which typify contemporary art 
education are not peculiar to this branch of education alone. 
They are to be found in many other branches of education. 
Many of the advances which have been made in art education 
are the result of philosophical, psychological, and 
sociological thinking which has influenced general education. 
Some outstanding characteristics of the present-day art 
program are: 
1. 
3. 
4. 
5. 
The .provlslon for creativeness in all activities 
for all children· 
The method of acquiring skills through activities 
.which appeal to the emotions and intellect of the 
children 
The provisions made for the children to enjoy 
freedom of thought 
The manner in which art is fused with experience 
in the life of each child 
The stress which is placed upon developing the taste 
of the children 
3 
6. The manner in which art education is used to relate 
the individual to his social group. 
1/ 
Zeigfield expresses the new philosophy in art when he 
states that: 
nwe are in the process of testing a conviction 
that, if it should prove sound, may create a new type 
of program in education. The essence of that convic-
tion is that the common tasks of life are heightened 
in their satisfaction by being well done, that the 
experiences of life can be enriched by appropriate and 
skillful use of color and design and that life becomes 
significant when both play and work go forward in the 
fittest possible way to achieve the normal purposes 
of living.n 
2/ 
Lombardo also expresses this point of view in the 
following statement: 
''The function of art in the school curriculum is 
to contribute to the single aspect of the entire school 
experience and to the mental and emotional development 
of the whole individual. 
Art education is an effective means 
mental and emotional balance in living. 
remains an isolated experience in public 
child's full development is sacrificed. 
of nurturing 
As long as it 
schools, the 
Art, to be significant in the lives of all, must 
be directly related to the life of the individual and 
should envelop the societal group as well. In this 
way art will become a source of personal and spiritual 
satisfaction to the individual and it will also help 
him to become a better and more useful citizen. Since 
art deals largely with expressions of individual 
thoughts, ideas and feelings, to the end that life 
itself is made richer and more meaningful, the art 
experience should constitute a major objective of 
every school program. n 
ITEdwin Zeigfield and Mary Smith, ttArt for Daily Living'', 
- Number 4, Owatonna Art Education Project, The University 
of Minnesota Press, Minneapolis, Minnesota, 1944, p. 59. 
y Joseph Vincent Lombardo, ttThe Function of Art in 
Educationn, The Art Education Bulletin, September, 1951, 
Volume 8, No. 6, p. 3. 
4 
l. 
1) . 
Kimball goes on to say that: 
"Human problems reflect the education and 
conditioning of the individuals making up any society. 
Hence, the responsibilities of education increase as 
problems become more· acute. Solutions which fall outside 
of established patterns and call for a new caliber of 
thinking and imagination are needed. 
The challenge is of particular significance to art 
education because this works with the subjective and 
creative. The aim of art educ.ation is to give order and 
harmonious development to the inner nature of man. 
Freedom 'and democracy, imagination and understanding, 
values and initiative, adjustment and self realization· 
are its special objectives.n 
While education has made tremendous progress during the 
past few years in shifting from a subj~t-matter-centered to 
a c~ild-centered institution, Lowenfeld feels that everything 
still points toward learning by acquiring knowledge. Educa-
tion has neglected those attributes of growth which are 
.. 
responsible for the development of the individual's sensibi-
lities, for his spiritual life, as well as for his ability to 
live cooperatively in a society. In a well-balanced 
educational system, in which the development of the whole 
individual is stressed, his thinking, feeling, and perceiving 
must be equally developed in order that the potential creative 
abilities of each individual can unfold. Because perceiving, 
thinking, and feeling are equally stressed in any creative 
process, art may well be the necessary balance for the child's 
intellect and emotions. In art education integration takes 
Maulsby Kimball, Jr., "Qualitative Guidance in Art Educa-
tionrr, The Art Education Bulletin, October, 1956, 
Volume 13, No. 7, pp. 2-3. 
Victor Lowenfeld, Creative and· Mental Growth, (third 
edition), Macmillan Company, New York, 1957, p. 2. 
5 
place when the single components which lead to a creative 
experience become an inseparable whole, one in which no single 
experience remains an isolated factor. Four types of 
experiences seem to be outstanding in art education~ 
1. Emotional experiences 
2. Intellectual experiences 
3. Perceptual experiences 
4. Aesthetic experiences 
It is in the nature of a creative experience that they 
all unite to form a new entity; one that promotes the 
natural tendency of growth in all of the following areas:: 
l. Emotionally 
2. Intellectual 
3. Physical 
4. Perceptual 
5. Social 
6. Aesthetic 
7. Creative 
The purpose of this study is to prepare a curriculum 
guide in the light of this philosophy so that teachers will 
have a better understanding of the newest philosophy of art 
education. The suggested art activities for use in the 
elementary classrooms are based on the most modern thinking 
of the experts in the field of art education. 
6 
DESIGN 
CHAPTER II 
REVIEW OF THE LITERATURE 
Period from 1928-1939 
This chapter is concerned with the experiences and 
content of elementary art education beginning around 1924. 
A special method of teaching design was indicated by current 
1/ 
practices during this period. Nyquist-comprised the 
following steps: 
n1. Direct the or1g1ns of the design problem from a 
definite need to be fulfilled and follow by its 
analysis and clear definition by the pupil. 
2. Stimulate the imagination by numerous suggestions 
offered by the pupils by 1 happen-sor devices, or 
illustrative material, and make these acquired 
ideas the pupil 1 s own through assimilation. 
3. Manipulate the suggestions mentally and manually 
through their study in relation to design principles 
or through natural forms and structural laws. 
4. Encourage experimentation with ideas and expression 
and make results permanent through technical 
execution. 
5. Construct the design in materials or apply to the 
. object of decoration.n 
·Dewey~eels that the word r design·1 has a double meaning: 
nrt signifies purpose and it signifies arrangement, 
mode of composition. The characteristic of 
artistic design is the intimacy of the relations 
1/ Fredrik Vickstrom Nyquist, A.M., Art Education In 
Elementary Schools, Warwick and York, Inc., Baltimore, 
Maryland, 1929, p. 117. 
2/ John Dewey, Art As Experience, Minton, Balch and Co., 
New York, 1934, pp. 116-117. 
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that hold the parts together. Design is, as it were, 
superimposed upon materials that do not actually share 
in it, as privates engage in a battle while they have 
only a passive share in the general's 'design' for the 
battle.n 
11 
Poore states that the most important demand of design 
is balance. 
nrn balance, design finds its fulfillment. For 
the essence of design is the balance, in a given space, 
of all the elements employed. Design imperatively 
demands balance·, and a design is good or bad· as it 
conserves or neglects this. Balance of course 
contains the general conception of poise or ultimate 
rest in the product. When we attain balance of parts 
we have found the goal, unity; but all these principles 
assist this unity and offer there-to a variety which 
adds much to the interest of art. tr 
One can recognize the desire for balance in the things we 
see is based on a fundamental necessity for balance. y 
Mathias feels balance is that quality which gives a 
composition the fe.eling of stability or equilibrfuum. 
ttThere are two kinds of balance, formal and 
informal. · Formal balance is the balance of identical 
weights at equal distances from the centre. Formal 
balance is seen whenever two objects on either side 
of the central axis are identical and equally distant 
from the centre. Formal balance gives the feelihg of 
statliness; reserve and dignity and is suitable 
whenever those qualities are suitable. Informal 
balance is more difficult to appreciate and more 
complicated to manage than formal balance. Informal 
balance may be established by changing the distance 
from the centre and by increasing or decreasing one 
of the weights.n 
1/Henry Rankin Poore, Art Principles In Practice, 
G. P. Putnam's Sons, New York, 1930, p. 47. 
2:/Margaret E. Mathias, The Teaching of Art, 
Charles Scribner's Sons, New York, 1932, pp. 53-56. 
=--
Along with the importance of balance in design is the 
decorative element. Decorative means suited to decorate, 
and to be suited to decorate merely means that the device 
or arrangement must be capable of becoming a part of the 
1/ 
thing which it is to enrich. Mathias feels that the 
decoration should be adapted to fit the requirements of the 
form, rna terial and tools. 
nobservation of the art activities of children 
reveals many needs for decoration. As is obvious 
from the discussion of principles of art structure, 
decoration is not a separate phase of design. 
Decoration is the enrichment,:the details of 
refinement, of the complete design. Careful 
arrangement of the principal spaces is essential 
before the details of the decoration are considered. 
Thus spacing is determined by t,he article and by 
the partially formed ideas of the designer. 
The first problem then is to plan the principle 
spacing which will include the location, size and 
shape of the space which the decoration will occupy. 
Then the problem is to arrange the decoration in the 
proper spaces. This may be accomplished by: 
1. Breaking up the space into an interesting 
pattern. 
2. Taking the form of some object and adapting 
it as a decoration to fit the space and 
the materials. 
Children seem to prefer to take an idea or motif and 
adapt it to its purpose of a decoration. This is. 
natural since they are not able to think of spaces 
abstractly, and the use of a motif suggests 
interesting patterns which might not otherwise be 
evolved. The motif adapted from an object also adds 
the interest of symbolism and gives children a delight 
in the decoration beyond that afforded by an abstract 
pattern. rr 
1/ Margaret E. Mathias, O£.cit., p. 149. 
9 
11 
Poore indicates in his writings that rhythm is of the 
utmost importance to design. 
rtThe essence of rhythm is movement; but its form 
one of particular and exciting requirements since its 
'flow' demands motion divisible into measures marked 
by recurrence of stress. Although the term is made 
to do service to indicate a certain linear fluency, 
this may become a misappropriation of its specific 
character, which necessitates movement metrically 
accented." 
2/ 
In discussing the principles of design, Mathias-states 
that every dot, line, mass, or color constitutes an 
attraction. There are several factors that determine the 
relative amount of attraction an object in a design possessel: • 
Ttl. Size. All things being equal, the larger of two 
objects c-onstitutes the greater attraction. 
2. Color. The more intense the color, the greater 
the attraction. A small amount of dull or 
grayed color. 
3. Contrast in value. The stronger the contrast, 
the greater the attraction. Black against 
white may balance a large amount of dull or 
grayed color. 
4. Variety in contour makes for a stronger 
attraction. The less the object conforms in 
shape of outline to the objects near it, the 
greater the attraction. A large piece of 
furniture that conforms in outline to the lines 
of the room will have less attraction than a 
small table holding a vase with variety in 
contour. (Again it is necessary to remember 
that attraction in design does not simply mean 
satisfaction .. ) n 
1/-Henry Rankin Poore, op.cit., p. 107. 
£I Margaret E. Mathias, The Beginnings of Art in the Public 
Schools, Charles Scribner's Sons, New York, 1924, 
pp. 104-105. 
10 
11 
Mathias goes on to say that there is undoubtedly an 
earlier response to rhythm in design than to any other art 
principle. 
nThe rhythmic sense, then, though elemental and 
universal, develops with use, and therefore in work 
with little children no attempt should be made to 
force appreciation of complicated rhythms which they 
do not feel. The children may satisfy their desire 
for repetition by repeating a unit in one direction 
to form a border, or in two directions to form 
all-over patterns." y 
Woodbury suggests the need for covering the fundamen-
tal principles of design in elementary art education. 
Many possible variations arise from these principles, and 
it is only as the children possess and adapt them that 
their future grasp of the subject is assured. 
11The vital as opposed to the formal teaching of 
design and color should be taken from the same point 
of view as the teaching throughout the course; that 
is, ~ purpose held in the mind. In design the 
intention must be in direct connection with the 
material to be used, but at first the dramatic 
interest can be carried in the principle of 
'repetition' by the repeat alone, when it is based 
on some of the human reasons for liking to do a 
thing again and·again; in the principle of 'alter-
nation' in the variety gained by placing first one 
thing and then another; in the principle of 
'progression' by dramatizing the difference in sizes. 
After these principles have been introduced in this 
way, the 'story' - that is, the dramatic interest -
should be-based on the material used and the object 
decorated, and adapted from direct observation of 
1/ Margaret E. Mathias, op.cit., pp. 106-107. 
2/ Charles Herbert Woodbury, N.A. and Elizabeth Ward 
Perkins, The Art of Seeing, Charles Scribner's Sons, 
New York, 1925, p. 47. 
11 
-h.-
. .\ . 
natu:e and liVi~~(.-.:;~f,ipgs~. ~Dod d~signs s~ould be 
stud1ed and ana~~~e.d;;. espec:tal·ly·'1n ·relat1on to their 
original purp0se·, bu'li .<:>nlY. dt"ciWn. .fre>m memory. n 11 . . .· .. 
Whitford lists the fellowing table whtch identifies 
and explains the 1n0st significant terms used in relatioa 
to the fundamentals 9f design and the principles o.f 
arrangement. 
1'/~Iliam G. Whitford, An IntroduGtiori to· Art Ed-ueation, 
D • .Appleton Century Company; Inc., New -York, T93?, · · 
pp. 72-75. 
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Table 1. Fundamental Principles 
(Major and Minor Principles) 
Principles of Arrangement Common to the Space Arts 
Column 1 
Most Significant 
Term 
Repetition 
Alternation 
Radiation 
Parallelism 
Column 2 
Synonymous or 
Related Terms 
-
continuation 
recurrence 
counter-change 
interchange 
divergence 
parallel-
structure 
Column 3 
Types of arrangement or 
treatment. Variation of 
position (locations), 
directions (attitudes), 
measures. 
Informal (free) 
repetition 
Formal repetition 
Linear (in a row) 
All-over. 
(in a field) /\..1\../\.A. . . 
/111111/ •• •• 
Alternation of line 
Alternation of form 
a. position 
b. shape 1-1-1 -I -1 
c. size tJ 0
0
0
0 Alternation of tone 
and color 
Radiation from a center 
or point 
Radiation from a base 
Radiation from straight 
or curved lines 
Radiation from a center 
or point outside the 
form ~~1; ~ 
Parallel lines, curves, 
surfaces, directions, 
and tendencies in all 
parts equally distant~ 
(continued on next page) 
13 
Table 1. (continued) 
Column 1 
Sequence 
Rhythm 
Transition 
Balance 
Column 2 
progression 
gradation 
graded-
movement 
orderly change 
systematic-
growth 
unison of 
movement 
sequential 
flow 
gradation 
blending 
repose 
equilibrium 
Column 3 
Linear sequences 1 \.\ · 
a. straight lines ll \I 
b. curves 
Form sequences D 0 O . 
a. shape 0 
b. size and proportion 
Systematic growth 
Sequences of positions, 
directions, measures 
Sequences in rows, 
areas, fields, 
Color and tonal sequences 
Minor Rhythm produced by 
repetition, alternation, 
and sequence 
Major Rhythm produced by 
the interrelation of 
lines, forms, tones and 
colors without the ~ 
necessity of exact ( \ 
repetition 
Rhythm of line, form, tone 
and color rg R R P P 
Transition of line 
Transition of form 
Transition of tone 
and color F II J 
Formal Balance 
(symmetrical) 
a. axial 
b. central 
Informal Balance 
(asymmetrical) 
free, occult 
Balance of line, 
tone and color 
form, 
(concluded on next page) 
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Table 1. (concluded) 
Column 1 
I 
Symmetry 
Contrast 
I 
Proportion 
' 
Emphasis 
Column 2 
like-sidedness 
reversal 
inversion 
opposition 
variation 
measure 
ratio 
scale 
comparative-
relation 
measurable-
consistency 
dominance 
principality 
accent 
subordination 
(implied) 
dominance and 
subordination 
center of-
interest 
Column 3 
Bilateral symmetry ~ 
Triple symmetry 
Quadrilateral symmetry 
Multiform symmetry 
I :Contrast of directions 
Contrast of character 
Contrast o:f line, form, 
tone and color 
Do _l 
Linear proportion 
(length relationship) 
Proportion of area 
(size relationship) 
0 
Emphasis of line 
Emphasis of form 
Emphasis of tone and color 
Courtesy of the Federated Council on Art Education 
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COLOR 
1/ 
Children delight in the use of color and Mathias-states 
three qualities are essential in accurately describing a 
color~ 
ttl. Hue is that quality which names a color. It 
classifies the color into one of the five large 
groups, and may additionally classify it by 
indicating its tendency toward a similar color, 
as blue green or red violet. 
2. Value refers to the amount of light in a color 
without reference to hue or intensity. The 
value scale ranges in equal steps from black to 
white. Strong contrast in values results in 
strong attractions. Values that occur close 
together on the scale constitute lesser 
attractions. 
3. Intensity, or chroma, means the strength of a 
color. It refers ~o the saturation, or to the 
degree of removal from neutrality. A color may 
range in intensity from pure color to grayness. 
A color is grayed, or neutralized, by adding 
its complement.n ?J . 
Mathias ·continues, describing children's use of color: 
y 
"Children first see differences in hue. They 
should learn the five typical colors, which should 
be spoken of as color families. They should collect 
color and classify as members of one of the five 
families. 
Later they observe differences in value light 
blue and dark blue. Differences in intensity are 
not readily recognized, and should be discussed 
after the child has had much color experience. 
After he passes through the experimental stage, 
in which he uses all'colors together, the child 
enJoys simple color harmonies. He enjoys combining 
values of one color with one accenting color, and he 
likes to have things 'match' in color. Grayed color 
Margaret E •. Mathias, The Beginnings of Art in the 
Public Schools, Charles Scribner's Sons, New York, 
1924, p. 110. 
Ibid., pp. 111-112. 
16 
looks faded to him. .All color should be more 
intense for the child than for the adult because of 
the child's rindeveloped color sense." 
Children's pictures show improvement ::ln the use of color 
·Y 
as Mathias proves· in the following statement: 
"Kindergarten - Child has used all colors 
indiscriminately. 
First Grade - Child has selected certain colors. 
Second Grade- Child has.used different values of 
one color with accent of analagous 
colors.tt 
Color is important in many aspects to art education. 
Children on the primary grade level should know the six 
primary colors. This knowledge should be a beginning or 
foundation for further color studies in art. They should 
also know the sequence of warm and cold colors. y 
Woodbury feels that children should also be able to 
distinguish related colors and be able to name the com-
plementary of any color, realizing that when mixed 
together they become gray or neutral. 
1/ 
2/ 
ll 
·"The study.~f color relation starts with the 
vivid interest in bright colors common to all 
primitive peoples and small children. The children's 
dramatic interest in color is guided as they are led 
to discover that the color they like can be made to 
look brighter through the neighborhood of another 
color. In this way the drama of color relations is 
introduced as a lifelong study and interest." 
2.1 
Payant states that it would be illuminating to think 
Margaret E. Mathias, op. cit., p. llOa. 
Charles Herbert Woodbury, N • .A. and Elizabeth Ward 
Perkins, op.cit., p. 47. 
Felix Payant, Our Changing .Art Education, 
Keramic Studio Publishing Co., Ohio, 1935, p. 57. 
17 
of painting as a personal language expressed directly in 
terms of color, paint, and brush. 
"Painting as practiced in the schools of the past 
was uniform and small not only in size but conception. 
The style and technic was that handed down through 
dictation by the teacher who in turn got it from other 
teachers and books - no one ever experimented. 
Originality was frowned upon. The new school 
encourages large and free painting of murals, stage 
settings, and anything else of nature even for young 
children.n 
11 
Payant continues insisting that uniformity in the size of 
.paper and brushes in color is very outdated. 
uwater color or tempera used with large brushes 
on large sheets of paper have been found very suitable 
for young children because of the ease with which they 
are handled and the direct manner in which they may 
be applied.tt 
A picture must contain not only rhythm, but mass - the 
common substratum of color - which must be defined into 
figures; otherwise there are smears, blotches, and blurs, 
. 2/ 
and Dewey-goes on to say that: 
ttThere are pictures in which colors· are subdued 
and yet the painting·gives us a sense of glow and 
splendor, while the colors in other paintings are 
bright to the point of loudness, and yet the total 
effect is of something drab. Vividly bright color, 
except at the hands of the artist, is reasonably sure 
to suggest a chromo. But with an artist, a color 
garish in itself or even muddy may enhance energy. 
The explanation of such facts as these is that an 
artist uses color to define.an object, and accomplishes 
this individualization so completely that color and 
object fuse. The color is of the object and the object 
in all its qualities is expressed through color.n 
1/ Felix Payant, op. cit., p. 57. 
2/ John Dewey, op.cit., p. 203. 
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11 Whitford lists an outline for a suggested color course 
for the elementary school in terms of objectives: 
OUTLINE I 
ttSynopsis for Use in Planning Color Courses of Study in Art tt 
Topic Material 
Color Crayon 
Water-
color 
Tempera 
Oil 
Enamels 
Concepts 
Six chief 
color 
sensations-: 
Primary, sec-
ondary and 
tertiary 
colors 
Hue,value, 
and inten-
sity 
Warm and 
cool colors 
Color (The chromatic experience) 
Presentation 
Illustrations: 
(As above) 
Show how used 
in nature and 
in art 
Application 
Problems: 
Excercises and 
training in 
recognizing 
various colors 
Mixing,testing, 
matching colors 
Analyzing and 
studying good 
color schemes 
in nature and 
art 
Excercises in 
harmonizing 
color 
Original work 
in adapting 
colors, co-
operating with 
line, form 
Adaption of 
color know-
ledge to dress 
home, and 
everyday life 
Free creative expression emphasizing 
COLOR 
1/ William G. Whitford, op.cit., p. 109. 
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LINE 
Color and the elements of vision in experience lead to y 
another basic art element, line. Nyquist states the 
following concerning drawing; 
trThe modes of presenting tinstruction in graphic 
recordt when introduced into elementary schools are 
largely along problem solving lines or in the form of' 
exercises, and the methods employed are generally 
expository, discursive and manipulative devices, the 
latter entailing usually copying or working from 
verbal directions. · 
Much experimentation remains to be undertaken both 
in content and method of this promising study of 
graphic record from the standpoint of teaching the 
twritingt and rreading 1 of the graphic idiom as part 
of the drawing experience in elementary school art 
curricula.n 
Children express themselves readily through drawing. 
In order to encourage this form of expression it is 
necessary to understand children and their development and 
also to have some knowledge of drawing. The following 
principles of education are applied to the teaching of' 
2/ 
drawing by Mathias. 
I. General statements. 
A. Drawing is a means of expression to be used by 
the individual of all ages. 
B. Drawing is pleasurable because it provides for 
either one or all of' the following natural 
desires: 
1. Communication of definite ideas to others. 
2. Self-expression - giving form to feelings 
or ideas. 
3. Activity which can be directed toward a 
definite purpose. 
1J Fredrik Vickstrom Nyquist, A.M., op.cit., p. 97. 
zj Margaret E. Mathias, The Teaching of Art, 
Charles ScribnerTs Sons, New York, 1932, pp. 222-224. 
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C. It is obvious that any procedure in teaching 
drawing must:. 
1. Provide opportunity f'or the individual to 
express his own ideas in his own way. 
2. Promote satisfaction regardless of' age or 
ability. Thus a procedure in teaching 
drawing must provide opportunity f'or the 
kindergarten child to enjoy his own crude 
expressions, and yet help the sixth grade 
boy to gain such skill as will enable him 
to meet his own standards in technique. 
II. Knowledges. 
A. The knowledge essential to satisfactory drawing 
should be givenwhen the child recognizes his 
need f'or it. · 
B. The child must f'eel satisfaction in the 
knowledge of' the principle and in its 
application. 
C. The child must have opportunity to use the 
knowledge in other situations. 
III. Skills. . 
Knowledges soon outreach skills in the process 
of' learning to draw. One. of'ten knows how it 
should be done.but lacks the motor skill to do it. 
Attention must be paid to the acquisition of' 
skills. 
1. Skill in the use of' any drawing material 
ean be acquired only through practice. 
2. The child should recognize the worth of' the 
skill as an aid to better drawing and have 
a definite desire to acquire it. 
3. Standards should be set up so that the 
child is able to evaluate his own results. 
4. Practice periods should be short and 
should occur at frequent intervals. 
IV. Habits. 
Since one of' the principal aims in teaching 
drawing is to provide an additional means of' 
expression, we are interested in establishing 
'the drawing habit.t 
The habit of' drawing may be established through 
the satisfaction obtained through drawing. 
A. Encourage each child to supplement his words 
with suitable pictures or diagrams. 
B. Encourage each child to express in drawing 
anything f'rom his experiences that 
particularly interests him. 
C. Try to help each child to grow in his art _ 
expression and also f'eel that he is growing. 
This growth should be interpreted as improve-
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I 
ment in versatility of expression as well as 
in skill. 
D. Try to create within the group a friendly 
attitude of appreciation toward each other's 
drawings. · 
E. Try to protect each child 1 s drawing from 
ridicule or derision. Every criticism should 
be followed with a positive suggestion of 
what to do to correct the error. 
1/ 
Mathias-feels that children should be given help in 
drawing as the need appears. 
"Children are so confused with realities that 
they find it very difficult to see things as they 
appear instead of as they actually are. Te~chers 
will find that even the simplest principles must be 
gone over again and again before the children are 
really observing them. Learning is a puzzling 
process. It cannot be rushed, and the child should 
not be forced to observe these principles in his 
drawing before he is able to distinguish appearances 
.from actualities." 
2/ 
Woodbury states that memory drawing and informational 
drawing are the most important aspects of representation. 
"A good drawing is not a close imitation of the 
subject, but a selection of its salient points, 
arranged with reference to their relative importance. 
That is to say, any good dra"\\lring is a selection from 
the facts to express a special thought, and not a 
careful reproduction of everything seen. 
In practice, memory drawing must be carefully 
distinguished from imaginative drawing. The latter, 
of course, is from memory also, but of such general 
and inaccurate character as to be useless in any 
training for accurate thinking and seeing. 
Imaginative drawings, however, may be made the basis 
for a choice of things to be used in memory drawing. 
Memory drawing is a direct effort to express a 
single impression. If an object is drawn from memory 
its general characteristics are those which come to 
1/ !11argaret E. Mathias, The Be innin s of Art in the Public 
Schools, Charles Scribner's Sons,New York,l924, p. 
~/ Ward 
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• 
mind. We are not likely to remember small and 
unimportant details but rather the whole aspect of the 
object.n 
1/ 
The following sequence by Woodbury is always followed 
in the kindergarten and primary grades as being the best 
balance between information drawing and memory drawing for 
a training in accuracy of observation:· 
n1. The object is shown to the children, and the 
teacher suggests various dramatic connections with 
it and their immediate interests. 
2. If time allows, all the children are permitted to 
handle the object. 
3. The object is hidden, and the children draw their 
memory of it quickly. 
4. The object is returned, and the children compare 
their drawings with it. 
5. The children draw a quick sketch directly of the 
object, the teacher remarking on its special 
character; 'Doesn 1 t that camel look proud? 
Then think about how proud he is as you draw him.t 
6. The children look at the object again. 
7. It is removed for the second time, and they make 
their final memory sketch. 
With small children the second memory drawing 
almost invariably is the best, and both memory 
drawings are better .than the informational 
drawing, because in the informational drawing 
too many details have been seen and the larger 
proportions lost.n · 
2/ . 
Dewey-states the following: 
nsensitivity to a medium as a medium is the very 
heart of all artistic creation and esthetic per-
ception.n 
. 3/ 
Payant indicates in his writings that drawing is a 
1/ Charles Herbert Woodbury, N.A. and Elizabeth Ward 
Perkins, ~it., p. 142. 
z/ John Dewey, ~cit., p. 227. 
]} Felix Payant, op.cit., p. 54. 
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means of expression. 
nTp_e kind of drawing which is a .real expression 
evolves from normal and easily understood mental 
processes - observation, personal selection of 
essentials, and subordination of non-essentials. 
Beginners must naturally make a co-ordination 
between mind and body - eye and hand - so that what 
occurs in his mental and emotional makeup will easily 
pass to the medium over which he has control. Mere 
draftsmanship of the impersonal and clever type may 
develop from training in rules, devices, borrowed 
techniques, and a selection based on conventions rather 
than personal sensitivity. This kind of disciplinary 
procedure results in expressionless reproductions, 
representation of the photographic kind - drawings which 
have little to say to those who may see them. n 
Drawing as well as art in general is essential to the 
11 
elementary school curriculum. Winslow feels that the art 
course not only aims to stimulate expression, but also helps 
the child to improve the manner in which he expresses himself. 
nBecause some experience with art is involved in 
every field of school work, art helps the pupil to learn 
more effectively. To pursue it is, therefore, essential 
to his liberal education, on intellectual as well as 
on spiritual grounds; there is no history, no geography, 
no science, which is not intimately associated with 
the topics around which the art course is organized.n 
2/ . 
Whitford lists an outline for a suggested drawing course 
for the elementary school in terms of objectives: 
1/ Leon Loyal Winslow, The Integrated School Art Pro~ram, 
McGraw-Hill Book Co., Inc., New York, 1939, p. 10 . 
~William G. Whitford, op.cit., p. 107. 
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OUTLINE II 
nsynopsis for Use in Planning Drawing Courses of Study in Arttt 
Topic 
Line 
(Straight 
line and 
curves) 
Material Concepts 
Pencil 
Crayon 
Brush 
Pen 
Lines of 
contour: 
Curve 
Analysis, 
'C' curves 
'·S' curves 
spirals 
Charac-
terization, 
express i on, 
emotion, 
movement 
and 
direction 
of line 
Lines of 
quality, 
texture,-
surface, 
and 
structure 
Grace and 
refinement 
of line 
Line 
rhythm and 
arrange-
ment 
Drawing (the graphic experience) 
Design (the ornamental 
experience) 
Presentation Application 
Illustrations: Problems~ 
Good object-
ive material 
Talks 
Demonstrations 
Show how used 
in nature 
and art 
In ordinary 
objects as 
automobile, 
ship, shoe, 
telephone 
receiver, 
.chair, el-
ectric 
bulb, etc. 
Constructed 
objects, 
tools, ma-
chines, etc. 
Study Greek, 
Japanese, 
and modern 
use of line 
Exercises 
and training 
in making and 
using good 
curves and l:in35 
Drawing from 
good objects 
and examples 
for contour 
study 
Drawing from 
nature,plants, 
animals, in-
sects, etc. 
Graphic 
vocabulary 
Designing 
(emphasis on 
contour) 
Pottery,dress, 
furniture, 
interiors, 
printing, 
repeats, etc. 
Construction-
original work 
combining 
line and form 
Free creative expression emphasizing LINE 
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The comparative portion of time given to art in the 
elementary school program contrasted with other special 
subjects of instruction shows art education to hold a 
position second only to physical training. This is shown 
1/ 
by Nyquist in the following table: 
Table 2. 
Time Allotment of Special Subjects in Elementary Schools* 
Minutes per week 
devoted to: 
Drawing •.•...... 
Music" .....•.... 
Physical Training 
Manual Training . 
Industrial Arts. 
I 
151 
91 
70 
71 
71 
102 
65 
60 
Grade Average 
time in 
II III IV V VI VII ~III Minutes: 
84 87 82 77 77 77 76 88.8 
92 91 88 83 77 79 81 85.2 
130 73 74 70 70 70 76 79.1 
74 74 77 76 80 70 76 74.7 
63 62 62 59 62 59 60 63.0 
99 99 100 100 101 98 104 100.3 
73 62 70 77 88 112 115 82.7 
60 60 67 70 81 103 109 76.2 
~:cThe upper row of figures arranged from the original 
compilation by H. W. Holmes, The Fourteenth Yearbook of the 
National Society for Study of Education. The lower row of 
figures from data furnished by Fred C. Ayer, Studies in 
Administrative Research, Bulletin 1, p. 15, Table 4, 
Department of Research, Seattle Public Schools, June 1,1924. 
1/ Fredrik Vickstrom Nyquist, A.M., op.cit., p. 57. 
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COMPOSITION 
The principles of arrangement and their application are 
y' 
essential to art proble~s. Poore states: 
ttComposition is an organism wherein every part 
derives vitality from every other part and all are 
subservient to one unity of impression. tr 
In studying· the aesthetic tendencies of children, one 
observes evidences of delight in young children in seeing 
" y 
certain things. Mathias defines children 1 s use of the 
principles of composition. 
nno not expect or ask children to explain the 
balance or rhythm which are evident in their pictures. 
Children have very little to sayabout composition. 
Their work shows that they have a sense of arrange-
ment even though they may not be conscious of it.n 11 . 
Mathias continues: 
"Balance. The work of children shows many 
evidences of a sense of balance. The balance is not 
actually formal, but it is usually formal in feeling • 
.An object on one side of a picture may be balanced by 
a different object on the opposite side. The two · 
objects though different may be similar in size and 
placed the same distance· from the centre. Young 
children seem to pay little attention to the weight of 
different hues. They may choose red or orange for the 
most important and on account of the importance of the 
object, place it in a prominent place. One of the 
most surprising uses of balance by young children is 
their apparent recognition of the momentum of eye 
movement. Their tendency to live their pictures is 
undoubtedly a stronger factor in this than their sense 
of balance.u 
1/ Henry Rankin Poore, op.cit., p. 220. 
y Margaret E. Mathias, The Teaching of .Art, op.cit.,p.l39. 
11 Ibid. , pp. 13 9-140 
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The main divisions of children's paintings almost 
II 
invariably show interesting spacing. Mathias feels pro-
portion is also of the utmost importance to composition. 
nyoung children are inclined to paint their 
objects larger than older children. Larger objects 
are likely to fill the space more pleasingly than 
smaller objects and for that reason the paintings of 
young children seem to show better spacing than the 
paintings of older children. ·There· is little evidence 
that children are conscious of any aesthetic satis-
faction in seeing variety in spacing. 11 y 
Mathias goes on to say that children are extremely sensitive 
to rhythm. 
"Their work shows both formal and informal 
rhythm. In the work of young children formal rhythm 
often has the appearance of being informal because 
the motifs are repeated free-hand. Older children use 
a more exact repetition with the motif repeated 
accurately and at equal distances. The motifs which 
young children make are simple and rather formless, 
these which older children make are more complicated 
and of more definite form. 
Informal rhythm is apparent in children's 
paintings in the repetition of lines, forms, values 
and colors. Children include few details and the 
elements stand out boldly in strong rhythmic patterns.n 21 . . 
Payant states that drawing in a composition is a means of 
expression. 
"A summary of the essentials of:learning to draw 
emphasizes careful observation, selection, courage to 
put down what one feels instead of what some other 
person thinks, ability to concentrate on these 
essentials, c a-ordination. tt 
1/ Margaret E. Mathias, The Teaching of Art, op.cit.,p.l41. 
£/Ibid., pp. 142-143. 
2/ Felix Payant, op.cit., p. 54. 
11 Woodbury suggests that the arrangement of form, line, 
and color in such a manner as to express a thought or an 
emotion is known technically in the Fine Arts as composition: 
ncomposition is based on mental and visual habits, 
and all rules that may be formulated for it have these 
as an or1g1n. If we take composition as the art of 
telling a story, we have some clue at once as to the 
course to pursue. A story is not the simple statement 
of a fact or an emotion, but. the presentation of it 
with such circumstances as enrich it and enhance its 
value. There is a central. thought, point, or climax:· 
all else is contributory to that and should increase 
its importance. Composition is a suggestion controlled 
for a definite purpose.n y . 
Woodbury continues to say that much of the knowledge 
used in composition can be drawn from common experience. 
nThere are a few general human impulses which we 
may turn to our advantage in directing the attention to 
some part of the picture we consider important. The 
eye is naturally.attracted by a contrast, a bright 
light, or a brilliant color. In addition to focusing 
the eyes and the attention on the center of interest 
there are natural methods of emphasizing it by its 
surroundings. A superior interest is made more 
superior by inferior ones about it. This process would 
be called the subordination of the accessories in 
technical language." )_} 
Experience is related to composition, and Dewey states: 
"Experience is the result, the sign, and the 
reward of that interaction of organism and environment 
which, when it is carried to the full, is a trans-
formation of interaction into participation and 
connnunication. tt 
1/ Charles Herbert Woodbury, N.A. and Elizabeth Ward 
Perkins, op.cit., pp. 231-233. 
2/ Ibid., pp. 234-235. 
1/ John Dewey, op.cit., p. 22. 
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OUTLINE III 
nsynopsis for Use in Planning Courses in Composition in Artn 
Topic Material 
Composition All 
(Arrange- Mediums· 
ment) 
Concepts 
Principles of 
composition 
and arrange-
ment 
Major 
Principles: 
repetition 
rhythm 
proportion 
balance 
emphasis 
Minor 
Principles: 
alternation 
sequence 
radiation 
parallelism 
transition 
symmetry 
contrast 
Resulting 
attribu.tes 
Harmony 
Fitness 
Beauty 
Composition: "The skillful unit-
ing of all the parts irito one 
perfect wholeH - Van Dyke.· 
Presentation Application 
Illustrations:Exercises 
(as above) and problems 
Show how 
used in 
pictorial 
and 
decorative 
composition, 
design, and 
industrial 
art, sculp-
ture,archi-
tecture, 
home 
furniture, 
dress, and 
all forms' 
of art 
involving 
the principJes 
of decorative 
arrangement 
Illustrate 
the principles 
in all forms 
of art and 
construction 
Exercises in 
analyzing 
good compo-
sition in art 
of past and 
present 
Original work 
in decorative 
design, 
pictorial and 
decorative 
composition, 
combining 
line, form, 
tone, color, 
and texture 
Construction 
(suitable to 
all various 
grades) 
Creative expression emphasizing COMPOSITION 
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CONSTRUCTION 
1/ 
Whitford states that the use of our observations and 
the educational principles are helpful in making a satis-
factory selection of materials. 
nA certain amount of construction and handwork -
'industrial art' - is needed to give body and utilitaria 
value to the work, to keep up the interest, and 
indirectly train for the industrial and commercial 
professions, to give knowledge pertaining to vocations 
through collateral reading and study, to complete the 
'body training' of the child, and to develop better 
coordination between the mind, the hand, and the eye. 
The various constructive activities of the course 
furnish information and experience which will later 
function in many ways. Good habits of work, skills, 
and desirable technique may be developed by the various 
problems in construction and handwork. Creative 
ability, invention, originality, initiative, systematic 
organization of projects, and ability to do constructive 
thinking and planning, developed through the school 
activities, have definite application to everyday life. 
Construction, design, and industrial art may 
involve any practical problem not too difficult or 
complex for the age of the pupil.n 
Selection of materials must be based on the principles 
which underlie the child's physical, mental and social 
Y· development. Mathias lists the following criteria as a 
basis for evaluating the selection of materials: 
1/ William G. Whitford, op.ci t. , p. 114. 
y Margaret E. Mathias, The Beginnings of Art in the Public 
Schools, op.cit., p. 12 .. 
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2. 
3. 
4. 
Does the material provide for free bodily activity 
through large work and discourage 1 little, 
intricate 1 work that inhibits free movement? 
Does its use promote the condition of satisfaction? 
Does it allow the child to begin 'where he is' 
and utilize his native equipment? 
Does it provide problems the solution of which 
will lead on to further growth? 
5 . 
6. y 
Does it provide for quick work? 
Does it provide for desirable social situations?" 
Mathias feels the need is greatest for constructive activitiffi 
at the primary grade level. 
ttKindergarten: 
Objective: To afford opportunity for each child to 
pass through the manipulative stage in the use of 
materials and to develop into the next higher level, 
that of using materials purposefully. 
Grade I: 
Objective: To help each child to recognize needs 
and to use materials to.satisfy needs; to consider 
need in choosing material; to feel necessity for 
better technique. 
Grade II: 
Objective: To help the child know the satisfaction 
of recognizing a worth-while idea, choosing a 
suitable medium, and being able to use satisfactory 
techniques. To increase his appreciation of the 
work of others through his own experiences in 
usiz7 materials." 
Mullins states there is no limit to the variety of 
materials available to art activities to be used by schools. 
nrt seems obvious that the most valuable experi-
ences, everything else being equal, would result from 
activities involving those materials which play the most 
important part in the life of the race,past and present. 
1/ Margaret E. Mathias, The Beginnings of Art in the Publim· 
School, op.cit., pp. 74-84. 
zj Mary Mullins, "Materials and l\.1ediums, n Our Changing Art 
Education, Felix Payant, Editor, Keramic Studio Publish-
ing Co., Columbus, Ohio, 1935, p. 66. 
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Naturally there are many reasons why adjustments must 
be made to such conditions as the mental and physical 
development of the pupils. Wood for example has had 
a long association with the life of man and along with 
stone has meant a great deal in the growth of 
civilization and in the satisfying of mants needs. 
Clay is no less important than it was centuries ago 
and seems to be one of the most basic materials in that 
it has been used in all parts of the world by various 
races in producing utensils, building material, etc., 
out of which has developed some of the finest art 
expressions in history. The pupil with a creative line 
of attack will question the various new materials to see 
if they respond to his particular needs. 
Construction and modelling had an early place in the 
different means of communication and self-expression at man's 
1/ 
disposal, and Woodbury states: 
TTChildren naturally use mass to externalize an 
idea. A block to them is a man, an engine, a boat, or 
whatever else fits the story they, have in mind, and 
the actual form has little to do with the case. Mass 
without resemblance, however, does not long satisfy, 
and the impulse comes to shape it and give it special 
characteristics. 
Modelling is an essentially direct form of 
expression. It has its natural limitations, because 
color, distance, and all of the subtle suggestions of 
place and atmospheric conditions are outside of its 
province. It is the medium for the tangible with 
whatever may be suggested through such a medium." y 
Woodbury goes on to say: 
ttFor the childrents work the training in modelling 
would be practically the same as in drawing, and the 
two, modelling and drawing, should be used together. 
The vagueness of the childrents ideas in regard to form 
is immediately apparent as soon as they shape a mass. 
The mass has to be seen from all sides, and they are 
forced to observe in order to add to their information. 
1/ Charles H. Woodbury, N.A. and Elizabeth Ward Perkins, 
op.cit., pp. 148-149. 
z/ Ibid., pp. 149-150. 
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There is no unseen other side. 
The figures modelled will naturally be crude, but 
they will be as expressive as the action figures in the 
drawing, and will teach the same valuable lesson. 
Proportions gives the physical fact; action tells the 
story; and observation supplies the knowledge.n 
APPRECIATION 
In addition to the pleasure derived from satisfying 
creative impulses, a great deal of enjoyment can be obtained 
y' 
from the work of others. Dewey defines art appreciation in 
a different manner: 
TTAppreciation is said to occur with respect to 
values, and.criticism is currently supposed to be a 
process of valuation. There is, of course, truth in the 
conception. Criticism is a search for the properties of 
the object that may justify the direct reaction. And 
yet, if the search is sincere and informed, it is not, 
when it is undertaken, concerned with values but with 
the objective properties of the object under considera-
tion - if a painting, with its colors, lights, placings, 
volumes, in their reactions to one another. It is a 
survey. 
Appreciation is equally impersonal in its emotional 
quality because it also involves construction and 
organization of objective energies.n 
Selection and art appreciation are of the utmost importance y 
to art education, and Nyquist states: 
''But appreciation of any sort is essentially within 
the realm of feeling and outside the field of pure 
recognition, the underlying distinction between 
appreciation and intellection being that in the former 
the factor of a 'feeling tone' has entered the degree to 
which this 'feeling tone' element is present varies 
greatly, but very often r-eaches its saturation point in 
aesthetic responses to the fine arts." 
1/ John Dewey, op.cit., pp. 308 and 186. 
y Fredrik Vickstrom N.,yquist, A.M., op.cit., p. 124. 
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1/ 
Payant-feels that art appreciation is a very personal thing -
like love. 
nif art is an expression involving feelings on the 
part of the artist, which he incorporates as a unified 
whole, the problem for those who make up the audience 
is to develop their emotions to a receptive capacity. 
In the study of any subject we do not depend entirely 
on history for understanding, so in art appreciation the 
satisfaction comes through going directly to the art for 
further acquaintance. To know a picture we should go 
straight to it instead of reading about it." 
The word rrappreciaten means to appraise. But when 
speaking of art a'ppreciation, more is meant than art apprais-
2/ 
al. Art appreciation means art enjoyment. Mathias states 
there is much to appreciate in a work of art. 
"Enjoyment is quite intangible. Yet one recognizes 
many types of enjoyment in a work of art. The 
satisfaction of course is dependent on the personality 
and experience of the observer. In general, the 
enjoyment or appreciation of a work of art is included 
in three phases: 
1. Appreciation of content. This includes the 
experience which stimulated the expression -
and the expression which resulted from the 
experience. 
2. Appreciation of the composition. This includes 
the arrangement of line, form,· value and color 
and the resulting aesthetic satisfaction which 
the arrangement stimulates. To appreciate the 
composition is to appreciate the beauty in the 
structure. 
3. Appreciation of the craftsmanship. This 
includes the consideration of the selection and 
use of materials and tools. To appreciate the 
craftsmanship is to appreciate the skill shown 
in the structure.n 
1/ Felix Payant, op.cit., p. 47. 
2/ Margaret E. Mathias, The Teaching of Art, OR.cit.,p.308. 
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1/ 
\Nhitford believes taste develops gradually and children 
need training in taste and art appreciation. 
"Recent tendencies in the school place the 
development of aesthetic taste and appreciation as one 
of the chief objectives of art work. A true appreciatio 
of art quality, knowledge, and ability on the part of 
the pupil can be built up by adding a little new in-
struction from time to time, by building -op. his past 
attainments, and by gradually leading him into broader 
and richer fields of art experiences. Aesthetic taste 
and appreciation can be developed through simple 
theoretical explanations of aesthetic qualities, 
followed by some practice in recording art theories in 
objective form; and by the study of objects which 
illustrate the principles in the fine arts and the 
industrial arts, in nature, and in historical materials. tr 
PHILOSOPHY 
The art curriculum in 1924 was thought of as either a 
list of things for the child to do and make or a list of 
knowledges and skills involved in the art process for the 
. 2:.1 
child to acquire, but Dewey states: 
"Art is not an outer product nor an outer behavior. 
It is an attitude of spirit, a state of mind - one 
which demands for its own satisfaction and fulfilling 
a shapin& of matter to new and more significant form.tt 
3/ . 
Mathias-feels that the art curriculum should not be 
based in entirety upon a list of things for children to make 
or skills for them to acquire. 
nThe beginning of art is the feeling of need -
Y William G. Whitford, opwcit., pp.l90~19l:. 
y John Dewey, O:Q.cit., p. 57. 
2.) Margaret E. Mathias, The Beginnings of Art in the Public 
School, op.cit., p. 69. 
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the desire for expression which is satisfied by means 
of material, tools, and skills. The product is but the 
crystallization or the projection of the idea or feeling. 
If the art i"lOrk is to be genuine the children must be 
allowed to follow this natural process - first feeling, 
then expressing. To assign the child what he is to make 
is to make the art work artificial - a mere form. This 
accumulated experience or technique consists of certain 
attitudes, kriowledges, habits, and skills. n 
Changing conceptions of education are bringing about changes 
1/ 
in the curriculum; however, Nyquist states the objectives of 
art education may be clas~ified into two categories 
historically: 
"1. Cultural objectives aim toward liberalizing the 
learner by broadening and deepening his interests 
and knowledge along art lines and by providing 
for heightened appreciation of nature and objects 
of fine and industrial arts. 
2. The pedagogical aims consist mainly of two divisions 
a. visually, of training the eye in spacially 
analytical observation and discrimination of 
visual magnitudes, lines, areas, forms, tones, 
and colors according to differences, similar-
ities, and combinations, 
b. mentally, of developing a memory for forms and 
mental ability of manipulating form 
reprodu6tively and creatively. 2/ -
Mathias indicates that the problems of teaching art may 
be divided into two groups. The first group is concerned 
with children 1 s art activities and helping the children to 
meet their aesthetic standards in these activities, while 
the second group is concerned with the classroom and the 
school environment which will influence the childrents 
1/ Fredrik Vickstrom Nyquist, op.cit., pp. 13-14. 
2/ Margaret E. Mathias, The Teaching of Art, op.cit., 
pp. 132-133. 
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aesthetic standards through continuous contacts with good 
arrangements. 
11In order to help the children with their art problems, 
it is necessary; 
l. to understand the principles of education and to 
apply them to the teaching of art; 
2. to understand children's aesthetic interests.n 
l/ 
Payant-states that the new trends in education are 
changing society: 
HEducation is spreading, becoming more general and 
teaching methods are being improved along with buildi~ 
and equipment. Much is being done for an efficient 
handling of mass education by means of the marvelous 
inventions of the movies, radio, and modes of travel. 
All of these present the teacher with new problems. 
There was a time when society simplified many problems 
or conventions for its members by establishing set 
pat~erns of behavior which the individual followed 
without thinking. Now most of these are gone and each 
person has a new set of problems in social conduct. 
And all of these call for a high degree of individual 
judgment and discrimination. On every hand, recreation 
is becoming more professionalized and the 'spectator 
attitude' is growing. Such a situation arouses 
questioning and the youth in particular finding it 
difficult to adjust himself is increasingly concerned 
with the meaning of education, social control, and 
organization.n 
y . 
Yet Payant goes on to state that individuals and society 
need art: 
HThrough expressions of emotion in terms of art 
materials we develop balanced, happy and wholesome 
individuals, which means healthy, moral, and useful 
members of society. 
1/ Felix Payant, OR.cit., p. 3. 
:?} Ibid. , p. 7 . 
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Art as a recreation of a high type provides for use 
of leisure time. Creative·experiences produce 
individuals sympathetic with others .in the social 
group. Appreciation comes through participation and 
association. Technique for the majority should be 
merely a means to a satisfactory expression." 
1/ 
Winslm..;r feels that· the aims ·of art on the elementary 
grade level are diversified. 
ttArt is offered as a subject of study in the elementary, 
.grades because 
1. It provides opportunities for self-expression, thus 
helping children to learn more effectively. 
2. It is essential to their all-round individual and 
soc·ial growth, enlarging their educational horizon 
and enriching their lives. 
3. It develops in them design consciousness, which 
enables them to improve their personal appearance, 
their homes, and their surroundings. 
4. It discovers and nurtures in them art abilities 
5. 
2/ 
which are of value to them in any productive work 
that they undertake. 
It contributes generously to their intellectual, 
spiritual, and aesthetic culture." 
Winslow continues to explain the aim of art education: 
tiThe art course not only aims to stimulate 
expression but also helps the child to improve the 
manner in which he expresses himself. During his 
progress through the six elementary grades he receives 
consistent training in.color, representation, and 
design, all of which is made use of directly in 
creative handwork. Because some experience with art 
is involved in every field of schoolwork, art helps 
the pupil to learn more effectively. To pursue it is, 
therefore, essential to his liberal education on 
intellectual as well as spiritual grounds; there is no 
history, no geography, no science, which is not 
intimately associated with the topics around which the 
art cours~ is organized." 
1J Leon Loyal Winslow, The Integrated School Art Program, 
op.cit., p. 108. 
z/ Loc.cit., p. 108. 
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Table 3. 
11 The Experiences and Content of Elementary Art Education 
I. Drawing, or the Graphic and Pictorial Experiences 
A. Graphic Record 
1. Informational Drawing 
a. diagrammatic drawing 
b. analytic dr~wing 
c. descriptive drawing 
2. Instrumental Drawing 
a. mechanical drawing 
b. machine drawing 
c. architectural drawing 
B. Pictorial Expression 
1. Freehand Drawing 
a. representational drawing 
b. memory drawing 
2. Pictorial Composition 
a. illustrative drawing 
b. free-expression drawing 
II. Design, or the Projective and Decorative Experiences 
A. Structural Design 
B. Decoration 
1. Pure Design 
2. Ornamentation 
3. Color Study 
III. Construction, or the Structural and Motor Experiences 
A. Applied Art 
1. Costume Art 
2. Interior Art 
3. Exterior Art 
4. Civic Art 
B. Plastic Art 
1. Modeling 
2. Elementary Ceramics 
IV. Appreciation, or the Evaluative and Aesthetic 
Experiences 
A. Selection 
1. Industrial Ar.ts 
2. Allied Arts 
B. Aesthetic Contemplation 
1. Fine Arts 
2. Related Arts 
3. Nature 
1/ FredrikVickstromNyquist, A.M., op.cit., pp. 54-55. 
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·e 11 
Whitford offers Outline IV as a basic syllabus for 
planning courses of study for kindergarten, primary and 
middle grades of elementary school. The purpose of this 
outline is to indicate, rather than prescribe, some of the 
most essential factors of the program of art education. 
The complete, detailed program of activities and projects 
will result from the specific requirements for each grade 
as worked out by the ~eacher and supervisor. 
OUTLINE IV 
Plan for Course of Study, Kindergarten (Ages Four to Six ) 
General Aim: Introduction to the mediums and materials of art 
Purpose 
of 
Course 
Activities 
To develop Use of line 
the large as a means of 
muscles expression in 
addition to 
To stimu- writing 
late and 
organize 
various 
senses 
Drawing 
Painting 
Construction 
and project 
work 
Pencil 
Mediums 
and 
Materials 
Crayon (colored) 
Paints 
Building blocks 
Cardboard 
Paper (plain and 
colored ) 
Colored beads 
Clay, Plasticine, 
Sand Table 
Materials for 
Desired 'out-
comes' of 
Instruction 
Build a found-
ation for 
graphic expres-
sion and later 
art work 
projects of J' 
various kinds 
continued on next page 
1J William G. Whitford, op.cit., pp. 117-123. 
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OUTLINE IV (continued) 
Plan for Course of Study (General Art Course) Primary Grades 
(First to Third) 
General Aim: The development of a practical course in art 
suited to the requirements of the classroom and 
laying a foundation for the art needs of later 
life. 
Purpose of 
Course 
Guide play 
impulse 
Develop 
imagination 
Color sense 
(discrim-
ination) 
Sense of 
orderly ar-
rangement 
and good 
proportion 
To illus-
trate ideas 
readily 
Using draw-
ing com-
monly as a 
language 
Using de-
sign and 
construc-
tion as a 
means of 
expression 
~ntroduction 
f>O study of 
f3lements and 
principles 
pf art 
Activities 
Free creative ex-
pression in draw-
ing, design and 
paper cutting 
Use of line,form, 
and color in 
representation 
and design 
Graphic vocabul-
ary 
(draWing of 
animals,figures, 
objects,plants~ 
action drawing) 
Illustration of 
stories, games, 
events of every-
day life, themes, 
nature study,etc. 
Study of art in 
home and clothing 
Study of art in 
relation to town 
or city 
Mediums and 
Materials 
Pencil 
Crayon 
Brush 
Water color 
Tempera. 
Fresco colors 
Paper for 
cutting and 
tearing 
Building 
blocks, 
Sand tables 
Material for 
construction 
and project 
work of 
various kinds 
Desired 1 0utcomes' 
of Instruction 
A. Fruitful 
·knowledge 
'functional 
information 1 
(social and 
industrial) 
Practical 
relation of 
art to every-
day life 
(clothing, 
home, city) 
~. Attitudes, 
interests and 
appreciations 
Ability to 
appreciate 
elementary 
line, form, 
color, and 
simple prin-
ciples in 
objects of 
Fine and 
Industrial Art 
Interests in 
art galleries, 
beauty spots, 
travel and 
further study 
(continued ori· next page) 
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OUTLINE IV (continued) 
Purpose 
of 
Course 
To teach 
basic art 
concepts 
and lay a 
foundation 
for later 
art work 
of the 
school 
Develop 
a love and 
apprecia-
tion of 
beauty in 
nature and 
in art 
Activities 
Use simple hues of 
color in illustra-
tion, design, and 
poster work (simple 
decorative arrange-
ments) 
Rhythmic repeats 
(borders and simple 
surfac.e patterns) 
Application to con-
structed objects 
(bowl,tile,box,etc) 
Picture study 
Lettering and 
printing,posters 
etc. 
Special problems: 
Halloween, 
Thanksgiving, 
Christmas, Easter 
etc. (Christmas 
cards, favors~ 
posters, etc.) 
Construction, 
modeling and 
project work of 
various kinds 
(pliable materials 
which do not 
hinder imagination) 
Mediums 
and 
Materials 
Clay 
Wood 
Plasticine 
Yarn 
Jute 
Cardboard 
etc. 
Illus-
trative 
!material 
(pictures, 
prints, 
casts, 
etc.) 
Art Stories 
Books 1,2, 
and ~, and 
Teacher's 
!Manual . 
(Scott, 
Foresman 
and Co., 
Chicago, 
1933-1936} 
Correlation with Eng~ 
lish, nature study, 
community life,etc. 
and all grade 
projects possible 
Pesired 'Outcomes' 
of 
Instruction 
~ppreciation and 
~nderstanding of 
~eauty in modern 
tproducts of all 
):cinds 
~- Mental technique 
Good taste 
Discriminating 
p. 
judgment 
Creative ability 
Initiative 
Imagination 
Keener 
observation 
Right habits and 
Skills 
Constructive 
thinking and 
planning 
Systematic 
organization 
Co-ordination 
of mind, hand, 
and eye 
Freedom and 
spontaneity 
Practical 
Technique 
Order, neatness 
Body and mind 
training 
(continued on next page) 
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OUTLINE IV (continued) 
Plan for Course of Study (General Art Course) Middle Grades 
(Fourth to Sixth) 
General Aim: To develop a consciousness of beauty in every-
day life and to introduce pupils to the 
fundamentals of art. 
Purpose of 
Course 
Stimulate self-
expression and 
creative ability 
through repre-
sentation, 
design, model-
ing and 
construction 
Develop control 
of smaller 
muscles (mind~ 
hand, and eye) 
More extensive 
drill and 
practice for 
technical 
proficiency 
Develop the 
vocabulary 
of art 
Teach the 
elements and 
principles of 
art 
Activities 
Introduction 
to problems 
through use 
of line,form, 
tone, color, 
texture and 
composition 
Free creative 
expression in 
drawing and 
design 
(beauty of 
line, form, 
tone, and 
color) 
Graphic 
vocabulary 
Descriptive 
and inform-
ational 
drawing - not 
necessarily 
for beauty 
(line and 
form) 
Drawing from 
nature -
plants,birds, 
animals, etc. 
(line, forrp., 
and color) , 
Memory draw:ing 
Mediums and ~esired TQutcomesT 
Materials of Instruction 
Pencil 
Crayon 
Brush 
Water color 
Tempera 
color 
Colored 
chalk 
Charcoal 
India ink, 
etc. 
Material for 
constructioiJ 
and project 
work of 
various 
kinds 
Wood· 
Clay 
Plasticine 
Cardboard 
Paper for 
cutting and 
tearing 
lA· Fruitful 
knowledge 
tFunctional 
informationT 
(social and 
industrial) 
Practical 
relation to art 
to everyday 
life (clothing, 
home, town and 
city, etc.) 
Understanding 
of elements and 
principles of 
art and their 
adaption to 
everyday use 
Knowledge of 
construction 
and industrial 
processes 
involving art 
training 
Acquaintance 
with art of 
other countries 
(continued on next page) 
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OUTLINE nJ (continued) 
Purpose of 
Course 
Knowledge 
of color 
harmony 
Training in 
use of 
harder and 
less pli-· 
able 
materials 
Activities 
Narrative 
Illustration, in-
cluding figure 
drawing 
Study of line, 
form, tone, color,· 
texture, and 
composition in 
nature, art 
(past, present), 
Appreciation; utility products, 
develop a etc~ 
love for 
beauty in 
nature and 
in art 
To teach 
art concepts 
and the 
practical 
relation 
of art to 
life 
Build a 
foundation 
for art 
work of 
later years 
Study of·art in 
clothing, home, 
community and 
industry 
Knowledge of in-
dustries invol~ 
art by collateral 
reading and trips 
to factories 
Picture study, 
sculpture and 
architecture 
(domestic and 
foreign art) 
Modern art 
General applic-
ation of princi-
ples (art prob.:.. 
lems and in life) 
Mediums and Pesired 'Outcomes' 
Materials of Instruction 
Toys 
Linoleum 
blocks 
Bookbinding 
Weaving 
Printing 
~- Attitudes, 
interests,and 
appreciations 
Civic 
consciousness 
(civic pride) 
etc. 
Interior 
decoration 
Costume 
design 
Landscape 
design 
Stagecraft, 
etc. 
depending 
on time., 
specific 
objectives 
and locality 
Illustrative 
material 
Fine objects 
excellent 
pictures, 
prints and 
·cases for 
stimuli and 
study 
Appreciation 
and understand-
ing of beauty 
in modern 
products of all 
kinds 
Interest in art 
museums,travel 
and further 
study 
Interest in the 
civic,domestic, 
and social 
service of art 
C. Mental 
technique 
Good taste 
discriminating 
judgment, 
ability to 
select and 
choose wisely 
Creative ability 
originality, 
initiative, 
imagination, 
keener 
observation 
(continued on next page} 
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OUTLINE IV (conclusion) 
Purpose o.f 
Course Activities 
Simple pictorial 
and decorative 
composition and 
design 
Lettering, 
printing, posters, 
etc. 
Introduction to 
elementary 
principles o.f 
perspective 
Applied design 
in connection 
with construction 
Construction, 
modeling and 
project work 
applicable to 
each grade 
Correlation with 
other grade 
subjects 
Special projects 
(Halloween, 
Thanksgiving, 
Christmas, etc.) 
Mediums and 
!Materials 
Elements 
and prin-
ciples of 
art ex-
plained and 
illustrated 
by objects, 
photos,pic-
Desired 'Outcomes' 
of Instruction 
Ability to analyze 
works o.f art and 
to understand the 
factors of beauty 
in production 
Keener.observation: 
beauty of nature 
·and fine things tures, 
clippings, 
drawing on 
board, etc. D. 
of art 
Right habits 
and skills 
Constructive 
thinking and 
planning 
Trips to 
museums, 
stores, and 
factories 
etc. 
Notebook or 
portfolio 
.for clip-
pings and 
illustra-
tions 
Systematic 
organization 
Practical 
technique 
Co-ordination o.f 
mind,hand,eye 
Freedom and 
spontaneity 
Order, neatness 
Body and mind 
training 
Self-activity 
Worthy use of 
leisure time 
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PERIOD FROM 1940-1957 
DESIGN 
y 
According to Cole design is the heart and soul of all 
children's craft work. Without design whatever they are 
making is ordinary, no matter how perfect the workmanship. 
. y 
With design, it is a thing of rare charm and beauty. Cole 
states: 
11 The easiest way for the teacher to understand 
children's design is to think of their fascinating 
figures of people, animals, flowers, or other things 
woven together to fill space beautifully. As we give 
the child an appreciation for his own way of making 
things and something to make them on, he will po.ur 
them forth to fill space with rhythm and distinction. 
The teacher should instruct that making things beauti-
ful is called design. It is really just making pictures 
your o~m way and filling your space beautifully with 
them. Just feel things beautiful inside and they will 
c orne out that way. tt 
The Committee on the Function of Art in General 
ll 
Education states that ideas drawn from the student's own 
imagination or activities are more promising as vehicles of 
aesthetic experiences than are still lifes, anatomical 
figures, landscapes, or antique casts; design applied to 
rugs, textiles or pottery which appeal because of their 
1J Natalie Robinson Cole, The Arts in the Classroom, 
The John Day Co., New York, 1940, p. 44. 
2/ Ibid., p. 45. 
lf Committee on the Function of Art in General Education, 
The Visual Arts in General Education, D.Appleton-CenturyCo 
1940, p. 71 
functional value, may be a means to growth in sensi ti vi ty. 
~~en students have gained some power of perception and 
expression, the teacher can supply subject-matter that gives 
deeper emphasis to art values of line, form, and color. 
1/ 
The Committee-suggests that the teacher may lead the student 
to see that his line is weak or thin, that his dark and 
light values do not contrast sufficiently to bring out the 
important elements or figures in his picture, or that a 
clearer definition of the planes in a specific object will 
give a better sense of form. Thus the student is being made 
conscious of design and the use of it to express his own 
ideas. This procedure is in contrast with the uninteresting 
working out of value scales or color wheels. 
It is not expected that every boy or girl will grow up 
Z/ 
to be an artist, but Gregg feels that each child should be 
taught to appreciate good design in the products of industri-
al art. These things each year become more beautiful, more 
useful, more pleasing to handle, and more fitting for the 
work that each article is to do. 
l/· 
Teague suggests that one thing that the world needs 
desperately is a synthesis of education in the arts that 
1/ Committee on the Function of Art in General Education, 
op.cit., p. 72. 
z/ Harold Gregg, Art For The Schools of America, The Inter-
national Textbook Co. , Scranton, Pa. , 1941, p. 38. 
2/ Walker Darwin Teague, Design This Day, Harcourt, Brace 
and Co., New York, 1949, p. 225. 
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have to do with the making of things: 
"A problem in design is a problem in design, 
whether it has to do with a train or a fountain pen: 
if the right form is evoked, the same principles and 
the same approach will obtain the results in every 
instance. The only difference is in the specialized 
techniques involved, and it is far easier to master 
these techniques than to acquire creative facility. rr 
1/ 
Landis states that the formal beauty of the design 
requires articulation of line, form, color, and light plus 
adjustment, selection, or anatomical distortion of the parts 
Thus design is necessary to transfigure mere mechanical 
arrangement and documentation. y 
On the contrary, Cane feels that the sense of form and 
design is inborn; in young children it reaches out to expres 
itself, breaks into normal expression, tries to recapture 
its initial impulses, and often fades as the children grow 
21 
older and is finally lost to most adults. Cane continues 
to state that~ 
"The instinct of form is atrophied through stupid 
teaching, imitative drawing, mechanical filling in of 
spaces, or dry copying of objects, all of which crush 
the normal, vital sense of form and ignore the real 
beauty and dignity inherent in the child's own 
expression.n 
4/ 
Cane uses an intuitional rather than an intellectual 
1J Mildred M. Landis, Meani~ful Art Education, Charles A. 
Bennett Co., Peoria, Illinois, 1951, p. 43. 
£1 Florence Cane, The Artist in Each of Us, Thames and Hud-
son, London, England, 1951, p. 153~ 
1/ Ibid., p. 154. 
~Ibid., p. 168. 
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approach in order to stimulate the child's imagination and 
stir him to an awareness of design. Through exercises the 
principles of design are revealed instead of being given as 
rules. Thus the child.discovers his own form and style. 
Sometimes no objects are seen in a child's scribble, 1/ . 
but Cane states that design is found. It serves to free the 
child from the inhibition against getting started. The 
mere play with form and color frees energy and imagination. 
Art must not be taught; instead we must be taught to believe 
in ourselves, our imagination, our senses, and our hands; 
to free our bodies and our spirits that we may work and live 
according to our visions. From successes and failures come 
skill, and skill is technique. y 
According to Harrison, the design of a picture may be 
quite non-objective, like a textile design, or it may be 
purposel!Jarranged to emphasize the meaning of the picture. 
Harrison asks: 
nnoes the picture form a pleasant pattern? That 
is, quite apart from any meaning the symbols or shapes 
may have, does it make a satisfactory arrangement of 
shapes and colors? The design does not have to mean 
anything, so long as it is pleasing to the eye.n 
1/ Florence Cane, oh.cit., p. 167. 
gj Elizabeth Harrison, Self-Expression Through Art, W.J.Gage 
and Co .. , Toronto, Canada, 1951, p. 11. 
2/ Loc.cit., p. 11. 
Boston University 
School of Ed~cation 
Library 
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11 
Pearson agrees with Cane that design is inherent in 
human nature. Power of expression and the design which 
constitutes form are very important in dealing with all sub-
. y ject material, including the human figure. Pearson suggests 
that~ 
"Expression and design must dominate over facts 
and skills. The child must be sho~m bodies in action 
and logically and literally 1 draw from life' after the 
models have stopped moving. A creative process follows 
whereby the child's drawing from memory develops from 
both knowing and perceiving." 
In the intermediate grades, the child become's a con-
scious designer; he seeks and considers the elements of 
ll design, line, mass and color, says D1Amico. The child 
should experience them as a need in his own work; and not 
learn them theoretically in the hope of applying these 
elements later. Thus the child will work with these elements 
creatively. y 
D'Amico feels that tbe most effective teaching results 
when the principles taught coincide with a desire or interest 
on the part of the child, and when the child participates 
in solving the problem. 
1/ Ralph M. Pearson, The New Art Education, Harper and 
Brothers, New York, 1953, p. 157. 
y Ibid., p. 159. 
3) Victor. D'Amico, Creative Teaching in Art, International 
Textbook-Co., Scranton, Pennsylvania, 1953, p. 30. 
4/ Ibid., p. 31. 
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When the child has gained a general understanding of 
composition, he can give attention to other design principles, 
lJ 
as D'Amico suggests with the following: 
n1. Proportion in lines and masses. 
2. Center of interest through emphasis. 
3. Subordination of related parts. 
4. Harmony or unity of.the whole. 
5. Variety to give accent to the picture. n y . 
D1 Amico goes on to state that the new concept of design and 
manual arts includes the following points:. 
2. 
3. 
4. 
5. 
6. 
?. 
8. 
10. 
Design and manual arts belong to the same experi-
ence~ When they are artificially directed into 
separate experiences, they lose both their 
educational and art values. 
The child should not be required to originate 
designs for crafts he has not experienced. 
Form grows out of material. The materials condition 
the nature and quality of the design; therefore, 
design and form should be developed through 
manipulation in crafts. 
Paper plans or designs belong to the skilled 
craftsman who can visualize materials and structure. 
Design is the sensitiveness and use of aesthetic 
values of line, form and color. 
Poor taste is not an innate deficiency, but is the 
undeveloped consciousness and inept use of aesthetic 
values. 
The artist may seek inspiration and suggestion from 
nature, but he must not imitate or copy it. 
The child artist will find 'the pure geometric form 
simple to conceive and manipulate as elements of 
design. 
In teaching the concept of pure design values, 
work with abstract forms before using natural or 
real motifs. 
The modern principle of form fitting function will 
help the young artist in conceiving design as 
related to structure and materials. 
1/ Victor D'Amico, op.cit., p. 40. 
2} Ibid., p. 231. 
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ll. Decoration should be used discriminately and 
should help to emphasize form. Abstract ornament 
should precede the use of natural ornament. When 
natural motifs are used they should be simplified 
and fitted to form. 
12. Surface decoration should be unobtrusive and 
subordinate to the form it embellishes. The merit 
of an over-all pattern is its unity of surface and 
flatness of appearance. 
13. Everyone can develop the use and appreciation of 
the aesthetic qualities that make up design." 
When teaching is done in relation to the problem that 
confronts the child (the incidental method), no formal y 
lessons are presented by the teacher. However, Gaitskell 
suggests an intellectual analysis of design to assist the 
teacher in guiding the children: 
Tfl. 
2. 
3. 
4. 
5. 
6. 
Line. 
Mass. 
Space. 
Light and 
Color. 
Texture." 
shade. 
y 
In making patterns, Gaitskell continues, designers use these 
elements to achieve visual unity and an.effect of variety. 
Unity is achieved by the following means: 
n1. A center of interest. 
2. A related movement or rhythm. 
3. A balance. 
Erdtl/states that in all activities that comprise every 
program of art experiences for children, the goal of creative 
1/ C. D. Gaitskell, Art And Crafts In Our Schools, Charles A. 
Bennett Co., Peoria, Illinois, 1954, p. 30. 
2/ Ibid., p. 32. 
2/ Margaret Erdt, Teaching Art In The Elementary School, 
Rinehart and Co., New York, 1954, p. 140. 
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work is good design, and that when~ver evaluation takes 
place, the quality of design is of first importance. Children 
make designs for two reasons: 
n1. Drawing and painting for enjoyment. 
2. Decoration of craft work.tt 
11 
Erdt feels that design is chiefly self-motivated; a 
natural way of expressing space and color relationships. y 
Erdt continues with the following concerning design in 
children's work: 
"If design is presented theoretically, thildren 
respond with a stereotyped piece of work; when it is 
spontaneous, children 1 s work shows an instinctive use 
of the principle of design (unity with variety) to an 
astonishing degree for their maturation.tt J} . 
Mock states that a young child whose natural ability has 
hot·been destroyed by bad teaching, has an inherent sense of 
design: 
ttThe colors and shapes are arranged with an 
unfailing fittness; so that there is no cause for 
introducing formal pattern-making, the reason for which, 
with older children is to teach design. When a young 
child becomes more self-conscious, and therefore 
perhaps more diffident, he can start on simple writing 
patterns which have the added value of preserving his 
f~e, yet controlled, use of the brush, pencil or pen.tt 
Barkan believes that the needs of individual children must be 
11 
y 
ll 
Margaret Erdt, loc.cit., p. 140. 
Op.cit., p. 141. 
Ruth Mock, Principles of Art Teaching, Philosophical 
Library Inc., New York, 1955, p. 68 .. 
~ Manuel Barkan, A Foundation For Art Education, The Ronald 
Press Co., New York, 1955, p. 58. 
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evaluated for purposes of teaching (including chronological 
development and maturity level); and that there are three 
areas of information that have not been equally assimilated 
into the practice of art education. 
n1. The parts of an aesthetic form are organically 
unified. 
2. Creative experience is an organic process. 
J. Growth through creative experience proceeds 
through natural development stages. 11 
1) 
Barkan illustrates the preceding statement by the 
following: 
COLOR 
11 To teach as if 1 seeing 1 were separate from 
'understanding' is to -divide -the organ·ic unity that 
makes for creativety. Thus, to separate elements of 
design and visual form, and to exercise them out of 
context, destroys organic aesthetic relationships. 
Unified totality is different from the sum of its 
separate parts.n 
The Committee on the Function of Art in General 
2:.1 
Education states that often ttjust playingtt with color has 
its value for stimulating the student and giving him the )} 
experience background for closer study of art. Cole 
lJ Manuel Barkan, op.cit., p. 59. 
2/ Committee on the Function of Art in General Education, · 
The Visual Arts in General Education, op.cit., p. 71. 
2} Natalie Robinson Cole, op.cit., p. 35. 
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suggests that successfully painted animals must have a st 
dark color tying them together and giving them accent: 
nThere should be a lot of one color and a little 
of the other color. There should never be a 50-50 
distribution. Limiting one color makes for 
distinction. Don 1 t put all the one color in one part 
and the other color in another part, but weave them in 
together. Remember to tell the children to paint the 
cow in their own way, and not to worry how a cow really 
is. In this way the children will do direct, honest 
things." 
Color for the elementary school child should not be 
1/ 
treated as an isolated subject. Gregg states that it should 
be taught in connection with water color, powder paint, 
crayon work, and cut paper. Color should constantly be 
referred to in the objects the children observe around 
2/ 
them. Gregg-continues to say that: 
rrChildren should enjoy their experiences with 
color. To do so, they should know the full range of 
hues, the range of values in each hue, the creation 
of secondary colors obtained by mixing the primary 
colors, and some of the simple aesthetic qualities 
and possibilities of color. They should employ these 
suggestions in their own art experiences.n 
2.1 
Gregg suggests the following method of introducing children 
to color and its principles: 
rTDiscuss the colors used by artists and have the 
pupils discuss reasons the artists might have had for 
using certain colors. Look for the uses of color in 
pictures; for example, color used to create a feeling 
17 Harold Gregg, op.cit., p. 74. 
~/ Loc.cit., p. 74. 
l/ Ibid., pp. 34-35. 
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of excitement, gaiety or sordidness, or chatter and 
noise, or coolness, purity, despair, or regularity." y 
Cole believes that children should have their own 
dynamic way of using color! 
'
1They have taught me many things . . . . that color 
should be strong, even as life itself is strong.tt y 
Bannon states that every child is born with his own color 
sense. This color sense develops as he works directly with 
color. His early work will have bright colors, primitive 
color schemes, and some colors will have little or no 
relation to the actual hues. As he grows older and becomes 
more self-conscious, more analytical of his work, it may 
21 lose some of its former charm. Bannon goes on to say: 
rn Johnny' will no longer be satisfied with the 
primitive color schemes that depended largely upon 
his feeling for color. He will use his reason to a 
greater extent. As he confronts his color problems 
he will gain a conscious control over color and 
develop greater color perceptions." 
4/ . 
Cane-points out that it is important to let a child 
use the colors. that he loves and to surround him with color. 
Black and white drawing is an abstraction of the forms we 
see; it is an intellectual concept and:·belongs to later years. 
I/ Natalie Robinson Cole, op.cit., p. 15. 
~/Laura Bannon, Mind Your Child's Art, Pellegrini and 
Cudahy, .New York, 1952, p. 27. 
2./ Ibid. , p. 43 . 
~/Florence Cane, op.cit., p. 104. 
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11 
Cane states t~at there are many ways of using color: 
n1. Through sensory reaction, to create harmony, 
dissonance or balance (basis of abstract design 
in painting. 
2. By the feeling associated with the subject of 
the painting. 
3. By sensory reaction plus feeling, plus the 
intellect which may introduce color arrangement 
based on color chemistry." y 
Cane feels that color emerges from sound. No one 
can teach color to another; each must find color through the 
functions of his own chemistry and nervous system. But, the 
close relationship between sound and color can be taught; 
through the vocal sounds that issue from oners own body. 
The sounds can be combined with body movements to produce a 
great variety of material. Thus it is possible to stimulate 
the color process. 
Young children play with colors, as they do with 
21 design, only in an abstract way. D1 Amico states that color 
should be experimental for a young child and color possi-
bilities should be discovered by his own mixing. This 
experimental method will necessitate individual teaching 
because children differ in their responsiveness to color 
4/ (as to design and composition). D1 Ami·co continues to say that: 
1/ Florence Cane, op.cit., p. 109. 
2} Ibid. , p. 115. 
3/ Victor D'Amico, Creative Teaching In Art., op.cit., p. 44. 
~Ibid., pp. 45-46. 
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ttThe teaching of the theory of color by means of 
the color wheel, color harmonics, and scales, as an end 
in itself, is of doubtful value in art education. The 
creative teacher has abandoned this method since it 
tends to inhibit the us·e of color, rather than to 
develop color consciousness. The reason is that it does 
not depend on visual experiences, but on logic. The 
memory and not the emotions controls the process. It is 
like giving the child the answer to a problem and then 
asking him to work the problem out. In color as in any 
other form of expression, the personal and the unex-
pected are to be prized; they distinguish the individual 
response from the common place and the unusual from the 
aver!Je.n 
Gaitskell states that the teacher may suggest topics in 
picture making which throw emphasis on the free use of color, 
such as: 
n1. 1 I saw a million rainbows.r 
2. tExplosion in a paint factory.r 
3. r The colors I saw when I bumped my head. r rt 
2:.1 
Mock believes that everyone sees and records colors and 
shapes in his own way, partly as evidence of his visual 
experience and partly as an expression of his personality. 
Some kind of development should be expected in the work of 
every child: 
rtTone and color should develop from the first 
tentative use of primary colors to a personal under-
standing of their decorative and expressive possi-
bilities.tt 
1/ C. D. Gaitskell, op.cit., p. 35. 
2/ Ruth Mock, Principles of Art Teaching, op.cit., pp. 59-60. 
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LINE 
1) 
Cole states that beginning with an outline makes 
painting easier for the teacher as well as the child: 
TTit's the way of early man on his cave wall -
it's the way of children on a sidewalk and fence. 
This outline can be of' any color; however, mixing a 
little black with their outline color will give a more 
satisfying light and dark to the picture. This out-
line should carry over from one edge of the paper to 
the other, and from the top to the bottom. If the 
child paints his whole picture first in outline, he 
can concentrate on what he has to say and get out 
something that is really worth coloring later. 
Holding off the rest of the colors acts as an incentive 
toward pushing him through the more difficult end of 
his picture. When the teacher sees this line phase 
well done, the child may start with his other color.n y . 
Schaef'er-Simmern makes the following statement: 
ttQne of the most primitive stages of man's 
pictorial production, illustrated by childrents 
drawings, is represented by simple outlined figures 
that have the approximate shape of circles. Because 
of the child's inability to control his motor behavior, 
his drawings have irregular outlines, but they tend to 
be round; whereas, his early scribbles are mere traces 
of motor activity, the circles are the result of' a 
visual activity directed toward the production of a 
definite form. They may be called intentional figures! 
The intentional figures, which had no extension in 
any direction, next becomes extended vertically or 
horizontally, or both. The simple line may be ampli-
fied in the shape of an outlined, directed plane; in 
an outlined directed plane connected with the strokes; 
or in a combination of directed strokes. In this way 
the figure obtains an orderly structure based upon the 
1/ Natalie Robinson Cole, op.cit., p. 13. 
y Henry Schaefer-Simmern, The Unfolding of' Artistic Activ-
ity, University of' California Press, Berkeley, 
California, 1950, p. 9. 
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greatest contrast of direction. All parts are related 
to one another by the horizontal-vertical order. Not 
one line can be changed without disturbing the struc-
tural organization of form.n 
1/ . 
Cane believes that when drawing an object, we can 
improve the quality of line enormously if we imagine our 
pencil as touching it continuously. This is called contour 
drawing and is of inestimable value in developing the 
ability to draw well; because the mental imagery of an 
artist is often intimitately associated with the sensation 
of touch. y 
Cane gives her pupils exercises in rhythmic movement 
(to release expression) and in re-education of breathing: 
11 Try drawing a line when your lungs are filled 
with air, and, as you finish the line, let the air out. 
See if this method gives your work new life and 
strength.n 
ll 
Cane continues by summarizing the significance of the 
scribble: 
1/ 
y 
ll 
HThe sc.ribble is a kind of play with a freely 
flowing continuous line. It is made without plan or 
design, and occurs as a result of the easy movement 
of the arm while letting the chalk trail along on the 
paper in any direction. The line may intertwine or it 
may be clear and simple. The scribble reflects the 
state and nature of the person drawing it. After 
making a scribble the student should sit quietly at a 
distance and contemplate ·it. Soon he will per~eive 
Florence Cane, o:e.cit., p. 44. 
Ibid., p. 47. 
Ibid., p. 56. 
pictures in the lines, and pattern in some form. The 
child should then emphasize the lines to bring out what 
he has seen. The objects thus seen by the child will 
be simple and part of his young life, in other words, 
animals, parents, other children, flowers, sun, and the 
earth. 11 
.11 
Cane feels that when the student makes the line. he wishes to 
convey, he will be able to express it with confidence, fit-
ness, and beauty through the movement of the body. Cane 
gives the following examples of the kinds of exercises that 
the teacher uses with pupils for the following purposes~ 
ffl. 
2. 
3 . 
4. 
5. 
6. 
7. 
To loosen and stretch the pupilsT muscles and give 
him a realization of the wide expansion of his 
body. 
To develop the use of the shoulder action. 
To give a balanced mQvement, using the muscles on 
either side of the upper arm, the biceps coming in 
and the triceps going out. 
To coordinate the body so that the line drawn is 
the result of complete body balance and is rhythmic 
in its swing. 
To generate energy and to give dynamic power which 
may go over into the next drawing. 
To acquire a new flexibility in the body and 
produce new gestures: the forms stimulate the 
imagination later. 
To free the body, delight the child, make him 
playful, and let him discover that certain move-
ments and gestures produce certain kinds of lines 
and patterns. t~ 
The first object of the graphic arts is to develop line 
2/ 
consciousness in the young artist. DTAmico states that the 
line may be used imitatively or significantly. In the 
1/ Florence Cane, op.cit., pp. 47-52. 
2/ Victor DtAmico, Creative Teaching in Art., op.cit.,p.l54. 
imitative use of line the child records what he sees liter-
ally in order to reproduce the object as photographically as 
he beholds it .. The child's work is neither personal nor 
inspired; it is purely mechanical and skillful. In the 
significant use of line, the child presents what he sees and 
feels about the object. The child interprets, discerns, 
selects, and changes lines which are indicative and expressive 
of the object. 
1/ 
D'Amico compares the methods: 
ttThe child who imitates records all he sees to 
produce naturalistic or realistic results. The child 
who works with significant line avoids all details that 
do not emphasize the character of the whole. The child 
uses fewer lines, thinks more, and works harder with 
feeling as well as skill. The child is developing power 
of expression as well as skill in drawing.n 
While there are many media for developing line sensitiveness, y 
D'Amico feels that etching presents one of the most promising 
of these media since it is the art of line. Good etching 
requires quality of line (with directness, . crispness, and 
rhythm), and the child-artist needs discipline and good 
working habits, even though the technical features may be 
subordinate to the aesthetic experience. 
Pupils should retain throughout the elementary grades 
the free, bold use of line which may be seen in the work of 
1/ Victor D'Amico, op.cit., p. 155. 
y Ibid., p. 156. 
11 
little children. Gaitskell suggests that the ttdoodlett or 
controlled scribble, may frequently be used as the basis of 
a pattern on textile or paper, or as the basis of a picture. 
These "doodles 1' may even be made to music. y 
Mock feels that teachers should develop certain 
aesthetic qualities inherent in any child's work; such as, · 
his feelings for composition, line, color, tone, and the 
actual substance of the medium. For example: 
"The laborious, heavy outline of a derivative 
drawing should be superseded by a line which is in 
itself, interesting and significant.n 
COMPOSITION 
ll 
Gregg feels that teachers must encourage children and 
help them develop their imagination and creative ability 
without hindering them with stereotyped forms and rules of 
technique. Eventually they will become dissatisfied with 
their lack of knowledge concerning form in composition. The 
teacher must help them acquire better visual images, that y 
is, of objects that they have never seen. Gregg states; 
C. D. Gaitskell, op.cit., p. 35. 
Ruth Mock, op. cit. , .pp. 59-60. 
Harold Gregg, Art For The Schools Of America, op.cit., 
p. 26. 
!±/ Ibid. , p. 27. 
1- 11If the children ever wonder how the sky can be 
down behind things, then is the time to explain; step 
to the window and show them how the sky, even though 
it is far up over the world, does come down and meet 
the hills and trees, and sometimes it even comes down 
around one 1 s shoulders." 
An adult finds it hard to believe or accept a child 1 s 
view-point, or concept of things. Children do not bother to 
create a replica of some natural object; they are guided by, 
. ' 1/· 
what to them, is true. Gregg-gives an example: 
11A child knows that the sky is far up over the 
world, with a space between where birds fly. Con-
sequently, he will almost invariably paint his sky in 
one blue band across the top edge of the paper." 
It is wise to allow these early beliefs to remain until 
the young ones become dissatisfied. Then the teacher can act 
as a guide to help maintain an attitude of freedom and love 
of creation. y 
Cole suggests that the teacher explain composition to 
the children in this manner; 
1'There is a tweaving-in r process in a picture, 
just as there is a 1 swing 1 or a 'pullt (rhythm). A 
picture is better looking.if it is not all spread out 
equally. Things tucked in behind, giving depth and 
interest, fill up the space.n 
21 Gregg suggests that some of the best art teaching may 
be done in the form of discussion. During an art period, or 
after the work is finished, is the time most advantageous 
for a review. The children, if encouraged, will ask 
1/ Harold Gregg, op.cit., p. 28. 
y Natalie Robinson Cole, op.cit., pp. 15-16. 
l/ Harold Gregg, op.cit., pp. 33-34. 
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questions, state their opinions, and talk freely about their 
work. Their child~like sincerity should be encouraged at all 
times, because the child sees the essence of art in his un-
developed concepts. 
Picture study has much value also in discussion of the 
11 
subject-matter and its attraction for the artist. Harrison 
feels that a young child's picture consists more of what he 
knows and feels than of what he sees. The teacher who is 
alert to interpret his symbols will find an astonishing logic 
at work. · Those things that are important to the child will 
show their importance by position, size, color, etc. y 
Harrison suggests the following questions on composition: 
Ttl. 
2. 
3. 
4-5. 
6. 
7. 
8. 
9. 
10. 
11. 
12. 
13. 
Does the picture form a pleasant pattern? 
Apart from any meaning that the symbols or shapes 
may have, does it make a satisfactory arrangement 
of shapes and colors? 
Does the picture tell us anything else about the 
object? 
Does the picture tell anything about the object? 
What feeling does the picture convey? That is, of 
fear, anger; discomfort, silence, pleasure, etc. 
Does the picture make good use of the space avail-
able? 
Are the objects in the picture too small? 
Do they swim vaguely in a void? 
Is the picture top-heavy? 
Has all the interest sunk to the bottom? 
Is there a good disposition of interest throughout 
the space available? 
Is there a large lump of color which has no counter-
part, that is, nothing to balance it? 
Or, is there an even distribution of ·color, so that 
1/ Elizabeth Harrison, Self-Expression Through Art, op.cit., 
p. 13. 
£/Ibid., pp. 11-12. 
while the large lump of one color is there, smaller 
shapes or touches of that color or a contrasting 
one occur elsewhere to make a pleasant echo or 
repetition?tr y 
Landis states that young children do not hesitate to 
paint non-objective ideas and movements rather than things. 
For example: a four-year-old child may paint how he loves 
his mother in a non-objective manner, but with much meaning. y 
Landis says: 
"The absence of recognizable objects in a painting 
does not necessarily imply that expressive meaning is 
lacking. It all depends on what meaning is to be ex-
pressed. An artist may wish to express the internal or 
psychological characteristics of an object or person, 
rather than the external or physical ones; or he may 
wiSh to express his understandings of the order in the 
universe. The picture then would require movements and 
forces of line, form, color and light.n 
21 . 
Gaitskell believes that in the late elementary school 
years some attention should be given to drawing from the 
object. Still-life arrangements may be-considered, together 
with landscape and life-drawing. However: 
t!This work must not develop into drill. Photo-
graphic appearance is not necessarily sought. The pupil 
must be allowed freedom to alter the natural appearance 
of the masses and spaces before him in order to achieve 
a more significant pattern than that suggested by the 
natural objects that. he observes. tt 
1/ Mildred M. Landis, Meaningful Art Education, op.cit., 
pp. 42-43. 
2/ Ibid. , p. 44. 
)) C. D. Gaitskell, op.cit., P• 36. 
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11 
According to D'Amico, young children use the elements 
of composition more or less intuitively, but the older child, 
lacking this sensitiveness, must consider them consciously. 
That is, the older student must be aware of how to use these 
elements in his own work and must be able to recognize their 
presence in works of others as well as in the subject matter 
he chooses. 
2/ 
D'Amico states that: 
ltGood composition requires intellect and emotion. 
The artist not only recognizes the use of the elements 
of design, but also feels them. The young artist must 
focus his attention on these elements for themselves, 
in order to feel and recognize their intrinsic qualities 
as aesthetic values. He is easily misled by secondary 
factors, that is, correct drawing, realism or detail. 
He must study his subject in order to decide or discover 
its design elements---but only after he has gained a 
freedom and power of expression, and when he indicates 
a desire or need for it." 
In an extensive study of composition, there are distinct 
ll 
categories into which all subjects more or less fit. D'Amico 
suggests the following: 
"1: Horizontal and vertical line co~positions. 
2. Angular line compositions. 
3. Curved lines and their variations. 
4. Combinations of l-3.n 
\I'Jhen the young artist has gained a general understanding 
of composition, he can give attention to other design 
17 Victor D'Amico, OJ2.Cit., p. 35. 
2:.1 Ibid., p. 36. 
11 Ibid. , pp. 37-40. 
1/ 
principles involved. D'Amico suggests: 
n1. Proportion in lines and masse~?. 
2. Center of interest through emphasis. 
3. Subordination of related parts. 
4. Harmony or unity of the whole. 
5. Variety to give accent to the picture." 
2/ 
Mock makes mention of the fact that there should be 
some sign of development in the work of every child; for 
example: 
TTThe drawing mar remain primitive, but it should 
become more explicit; dots and lines representing 
features, for example, should resolve themselves into 
shapes, and become expressive of fact and feeling. 
The composition may always be formal, but it should 
be increasingly adventurous. With suggestion and at 
his own rate of progress, a child will handle more 
complex forms and the arrangement of them; he will 
realize that larger and smaller shapes can appear in 
the same picture, that they can be grouped, and that 
they can describe movement or some emotion. There 
should be greater sensibility in his treatment of line, 
tone and color.n 
CONSTRUCTION 
The Committee on the Function of Art in General 
ll 
Education reports that: 
11 
2/ 
ll 
TTThe crafts should be learned for their value to 
students who need a medium for manipulation rather 
than pictorial expression, or as a means of treating 
special manual or mental handicaps, or simply as en-
richment of the art experience. Seen in this light 
they assume much more significance than when thought 
of merely as an added technique or a means to 
Victor D1 Amico, op.cit., pp. 40-42. 
Ruth ~ock, op.cit., pp. 59-60. 
The Committee on the Function of Art in General Education, 
The Visual Arts in General Education, op.ci't. ,pp.l35-136. 
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manufacture trivial objects. They help to integrate 
the arts with other studies, that is, dramatic arts 
including theatre art, marionette-making and puppetry.n 
Working with clay is a thrilling way to watch the child 
. 1/ 
unfold and to learn his language, says Cole. It answers a 
definite need in the emotional life of the child. When the 
joy that comes from creating something beautiful is added to 
the squeezing, squashing, mixing, and rolling, emotional 
satisfaction is indeed provided. 
2/ . 
Gregg encourages the study of crafts, for it is in 
crafts that interest will be shown by all of the children and 
most of the parents. Each craft is a hand-made article and 
should be a definite creation of the maker. For example; 
pottery is made from clay, cloth is woven from wool, utensils 
are carved directly from wood or hammered from metal. 
2) 
Gregg encourages discussions and research into the 
history behind each craft and the lives of the people who 
have created them in the past. Children love to identify 
themselves with primitive peoples. 
In construction, compositions.are created from many 
different materials by assembling them to represent some 
definite pre-conceived form, or by arranging them abstractly 
1/ Natalie Robinson Cole, op. cit., p. 3 5. 
2/ Harold Gregg, op.cit., p. 36. 
2} Ibid. , p. 37. 
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to present a pleasing ensemble. Here is an opportunity for 
the child to develop taste, a sense of proportion, imagination 
and ingenuity. There is satisfaction in his knowing that he 
has created order out of a chaotic collection of materials. 
1/ 
Gregg-gives as examples: 
Cut and paste. "1. 
2. 
3. 
4. 
2/ 
Construction of masks, puppets and costumes. 
Posters, bulletin board arrangements. and displays. 
Flower arrangements.n 
Greggincludes the follow·ing crafts in his whole discussion: 
''1. Carving. 
2. Printing. 
3. Weaving. 
4. Modeling. 
5. Pottery." 
ll 
Landis makes mention of the sensuous beauty of the 
materials that are used in crafts and construction. This 
beauty results from using the material or medium of art in 
such a way that it retains the expressiveness of its own 
nature. For example: 
11If wood is the medium for sculpture, the finished 
product retains the wood-like quality; there is con-
formity of the shape to.the grain of the material. If 
stone is the medium, the work retains the massiveness 
and quality of stone." !±! .. 
Cane encourages the use of methods to call forth the 
1/ Harold Gregg, op.cit., p. 49. 
~~Ibid., pp. 103-145. 
11 Mildred M. Landis, op.cit., p. 41. 
~Florence Cane, The Artist In Each Of Us, op.cit., p. 173. 
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innate senses of design and form that lie in each individual's lJ . 
nature. Cane feels that distortion is emphasis: 
"Distortion is a means by which a plastic artist 
expresses his interpretation of life. While the child 
is seeking to express a need, an idea, or a desire in a 
certain direction, he must distort that part. ~men he 
has resolved that phase, he drops it; but, may later 
distort something else. Sincere distortion gives 
character, style, and significance to the work." 
z.l 
Pearson asserts that in order to sense form relation-
ships as quickly and easily as possible it is necessary at 
first to eliminate subject because subject, with its 
irrelevant interests, distracts attention from design. For 
children the natural interest in expressing subject should 
be humored; form realization and design can be encouraged as 
a means to that end. For example: 
"The_ bodies of dogs are firm, roundish masses, 
but you have to see through the dog's hair to the body 
underneath. The surface of the hair is not the real 
dog. The application to subject is one field of 
expression; abstraction is another of equal and some-
times superior potentialities for aesthetic experience." 2] . 
Pearson summarizes the.objectives of a study of creative 
modeling as follows: 
ffl, 
2. 
J. 
To realize the nature of form. 
To organize or design form. 
To combine these two experiences 
of subject.tt 
4/ 
with the expressior 
According to Gaitskell in craft work as in any art work, 
there should be provision fo,r creativeness in all activities. 
Florence Cane, op.cit., p. 120. 
Ralph M.Pearson, The New Art Education,op.cit.,pp.l73-176. 
Ibid., p. 171. 
C.D.Gaitskell, op.cit."2 pp. 37-39. 
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Given an interesting and suitable problem, the construction 
of some object, a normal child will use his initiative and 
imagination in solving the problem. The following materials 
are suggested: 
11Materials which emphasize the roughness and smooth 
ness in a composition; scraps of cloth, sandpaper, 
silver paper, absorbent cotton, colored construction 
paper, cardboard, wax crayons on sandpaper, boxes, 
string, toothpicks, wood, metal plus a variety of tools 
which best suit thechildts purpose.n 
1/ 
Gaitskell summarizes by saying that in craft, as in 
art, the complete development of the child, rather than the 
objects produced, is the most important outcome of the 
program. We must develop children who, while working to the 
full extent of their individual capabilities, can think for 
themselves, and can govern their emotions. 
:?) 
Gaitskell lists the following criteria for teachers to 
follow in planning a program of craft work: 
111. The degree to which the taste of the child will be 
developed by means of the activity selected. 
2. The flexibility of the medium and of the technique 
in allowing the child to put something of himself 
into the work. 
3. The opportunities for correlation of craft work 
with the life experiences of children, particularly 
in picture-making with assorted materials. 
4. The teacherrs preferences and abilities (pre-
supposes an intention to arouse the childrents 
interest through motivation). 
5. The materials and tools available in the school. 
6. The materials available in the locality, that is, 
woods, metals, grasses.n 
1/ C.D.Gaitskell, op.cit., p. 46. 
2/ Ibid., p. 47. 
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I 
l/ 
Gaitskell recommends the following crafts for elementary 
grades: 
Making pictures in three dimensions, using colored 
paper, wrapping paper, and odds and ends of cloth 
and scrap materials. 
2. Puppetry. 
3. Pattern:-making with cut paper. 
4. Poster-making with cutouts pasted to a surface. 
5. Finger-painting for ·pattern work and picture making. 
6. Stick-printing. 
7. Mask-making. 
8. Pamphlet-making. 
9. Work in clay. 
10. Paper sculpture. 
ll. Weaving. 
2:./ 
D1 Amico summarizes as follows: 
nconstructions are ideally suited to the creative 
insight and interests of children because they allow 
for spontaneous creating in materials which are pliable 
and easily related, and also because they expose the 
individual to a wide range of materials and techniques. 
Other three..;..dimensional media, such as sculpture 
and ceramics, involve activities in a single medium such 
as clay, wood or stone. Constructions cut across these 
media, using them all freely. They inspire more explor-
ation and invention with traditional media and new 
materials, that is, the making of mobiles.'' 
2/ 
Erdt feels that children are continually making designs 
for the decoration of craft work. The teacher should keep 
the right approach to related design, by guiding the children 
to realize that the material of the craft determines choice 
of motif, color, line, shape, and texture. The teacher can 
1./ C.D.Gaitskell, op.cit., p. 49. 
y Victor D'Amico, op.cit., pp. 193-195. 
1/ Margaret Erdt, Teaching Art In The Elementary School, 
op.cit., p. 142. 
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do two things to clarify the concept of related design: 
111. She can provide visual experiences by showing 
children fine examples of pottery, textiles and 
other crafts. 
2. She can guide children through evaluation to a 
better understanding of the concept of related 
design." 
1/ 
Mock-summarizes that the crafts which are fundamental 
to every child's balanced education are those in which there 
is the least possible mechanical intervention between him 
and his materials, and states that; 
1tHe has to handle, control and shape it with his 
own fingers, as in clay modeling, or with one simple 
tool, as in carving soft wood, stone, or plaster, 
potato..,and-lino-cuts, and embroidery and applique 
work. Simple weaving can follow these fundamental 
crafts." 
APPRECIATION 
The Committee on the Function of Art in General y 
Education asserts that type of materials used in courses of 
art appreciation is important·. It says that: 
"Wherever possible students should be introduced 
to actual works of art and the resources of the 
community should be used extensively, that is, art 
museums, galleries, private homes. As substitutes, 
lantern slides, picture projectors and good color 
reproductions may be used. These should be correlated 
with good art literature, gauged to the understanding 
of the student. n · 
1/ Ruth Mock, op.cit., p. 46. 
~ The Committee on the Function of Art in General Education, 
op.cit., pp. 89-92. 
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11 
Gregg claims that through an appreciation of art, the 
cultural heritage of the people will be perpetuated. 
Appreciation cannot be·taught; the pupil will develop his 
own, if he is helped to understand his surroundings, culture, 
background and himself. Teachers should develop a child's 
creative power, so that he will feel his own ideas taking 
2:.1 
form in song, poem, form or picture. Gregg includes in his 
list the following steps in the development of an appreci-
ation: 
n1. Bring the pupils into contact with beautiful 
things which are on their level of appreciation. 
2. Let them experiment. 
3. Help the pupils develop a broad vocabulary. 
4. Relate the creative urges and efforts of the 
children to a background which will orient them 
to the whole scope of creative expression. 
5. Give the children freedom to live with art.n 
2) . 
Ziegfeld and Smith shift the emphasis from the 
development of nart appreciation11 to the development of 
genuine enjoyment in their area-of-life approach. They 
explain that: 
ttThe average person does not need to know how to 
draw and paint well, but he should know the art of 
making discriminating selections, of judging wisely 
as a consumer of art in topics of everyday interest, 
such as children's bedrooms, their gardens, their 
books, toys and clothes. If children can draw and 
Harold Gregg, op.cit., p. 17. 
Loc.cit., p. 17. 
Edwin Zeigfeld and Mary E. Smith, Art for Daily Living, 
The University of Minnesota Press, Minneapolis, Minnesota, 
1944, pp. 122-124. 
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study pictures from the standpoint of design, color, 
line and mass (the mose abstract ~oncepts applied to 
an advanced art), then they can study clothes, houses, 
books and toys, and analyze them according to function 
and design. ·These practical fi eTds of art are more 
comprehensible to the average child than the abstract 
fields, which require a higher degree of maturity and 
training for complete appreciation." 11 •. . . ,_ 
Harrison speaks of correlating art·with life in that: 
"Since what one learns at school should prepare 
one for life, it follows that the curriculum must be 
concerned with a child's experience of life. Every 
experience has a pictorial aspect; therefore every 
subject that the child studies, everything at home or 
at school that he experiences, can be correlated in 
some way with art. n · y 
According to Landis, meaningful art education dis-
tinguishes between non-aesthetic qualities and aesthetic 
qualities. It does not deny the student the right to enjoy 
the former, but it attempts to guide him to the understanding, 
enjoyment and appreciation of the essential·ly aesthetic 
qualities, namely: 
111. Beauty of material. 
2. Beauty of form. 
J. Beauty of meaning.n 
and the unity· of these. The understanding of these requires 
the development of empathy, or more adequate, seeing, and 
intuition. 
1/ Elizabeth Harrison, Self-Expression Through Art, op.cit., 
p. 18. . · · 
2/ Mildred M. Landis, op.cit., pp. 51-52~ 
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11 
D'Amico encourages the study of line, form and color, 
the basic elements of art, in order to develop an appreci-
ation of all arts. He feels that the more the young artist 
learns to use these elements in new creative ·experiences, the 
greater will be his understanding of them. The graphic arts 
especially offer opportunities for such experiences in novel 
and intriguing methods and media which appeal to young stu-
dents because they combine mechanical and creative processes. 
2/ 
Gaitskell makes mention of the fusion of art with 
experience in life. He states that: 
, 
ttin art education, it is becoming increasingly 
apparent that the former discrete subject of art should 
be fused with the life experiences of the child. These 
experiences he finds at home, at play and at school. 
All art activities are based upon experience. Both 
the results of expression in art, as well as our in-
sights regarding appreciation are governed by happen-
ings in our lives. All experience must be vitally 
integrated with art education if vigorous and personal 
appreciation and production of art are to be forth-
coming. Through art, the child of today in a modern 
school can give form to the significant events in his 
life.n 
ll 
Mock asserts that works of art should be in every school 
for children to grow up with, and that: 
1J 
z_j 
3/ 
11An intimate knowledge of an original work of art 
may well be an experience which never occurs again in 
the lives of many primary and secondary school children, 
and there should be nothing between them and what the 
artist has seen, enjoyed and recorded. A picture is 
Victor D'Amico, o:e.cit., p. 151. 
C.D. Gaitskell, o:e.cit., pp. 5-6. 
Ruth Mock, o:e.cit., pp. 91-92. 
not to be understood rationally or in a literary 
sense -- it exists in its own right, and is to be 
enjoyed by looking at it. It should not first and 
foremost be analyzed and categorized, for although 
factual knowledge may at a later stage extend a 
child's appreciation, of first importance is the 
direct impact of an artist 1 s vision upon a child's 
sensibility. tt 
PHILOSOPHY 
1/ 
As one of the modern educators, Mock-philosophizes 
that a child comes to school with his five senses, his 
intellect and his whole personality to be educated. Because 
of heredity or environment a child may have one attribute 
more highly developed than another, that is, hearing, or 
intellect, or personality in human relations. Each is 
varied and to each must be given a balanced education to give 
him the fullest maturity: 
"Each needs the personal experience and effort 
which art can give, and demand, of him. He needs 
to see with greater apprec~ation and feeling; he needs 
the responsibility of handling materials and of in-
terpreting his ideas through them; he needs to do 
and create things for himself and in his own way. 
Otherwise he will grow up spiritually crippled, hopping 
on a strong intellectual or physical leg, while the 
creative one is wasted and useless." 
2/ 
Erdt feels that at the end of a year a child would 
show some evidence of growth in the following areas, if the 
emphasis has been on his growing art consciousness rather 
1/ Ruth Mock, op.cit., pp. 23-24. 
2/ ~Iargaret Erdt, op.cit., pp. 216-217. 
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than on skillful performance~ 
111. Increasing judgment in the use of form, color, 
and texture for personal use. 
2. Growing consciousness of natural proportions. 
3. Greater power of expression. 
4. Emotional satisfaction and sense of accomplish-
ment in creative work. 
5. Sensitivity to visual forms as such. 
6. Unfolding love of nature. 
7. Intelligent use of reference material. 
8. Emerging skill in the use of tools. 
9. Ability to relate design to flat and three-
dimensional form. 
10. Responsibility for proper care of tools, materials, 
and equipment. 
11. Ability for longer-term planning of creative 
activities. 
12. More objective evaluation. 
13. Broader scope of art enjoyments. 
14. Innate sense of composition. 
15. Self-confidence when making art judgments for 
personal use. . 
16. Self-reliance and independence in concluding work. 
17. Willingness to accept new art forms and try new 
techniques. 
18. Cooperation with other children in group 
activities.n 
y' 2/ ll 
Barkan, along with Lowenfeld and Schaefer-Simmern, 
feels that growth through creative experience proceeds 
through natural developmental stages, and that through such 
creative experiences his art expression becomes an integral 
4/ 
part of the whole stream of his living. Barkan states that: 
1/ Manual Barkan, A Foundation for Art Education, op.cit., 
pp. 54-59. 
Y Victor Lowenfeld, Creative and Mental Growth, (third ed-
ition), Macmillan Company, New York, 1957, p. 11. 
2/ Henry Schaefer-Simmern, op.cit., p. 10. 
y Ibid. , p. 57. 
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trChildren grow through stages of neuromuscular 
control; they develop physical capacities to see and 
to coordinate bodily movements and manipulate materials. 
Children also develop through stages of conceptual 
understanding; concepts of themselves and other people, 
things, space and time. A child's neuromuscular control 
and his conceptual understanding-interact one with the 
other. He creates a visual image of both. His paint-
ings are an index to his development. Lowenfeld 
emphasizes the chronological development of visual 
conceiving of children; Schaefer-Simmern places equal 
emphasis on maturity and experience levels. 11 
11 
Lowenfeld believes that in art education integration 
takes place when the single components which lead to a 
creative experience become an inseparable whole, one in which 
no single experience remains an isolated factor. He lists 
these as follows: 
ttl. Emotional experiences. 
2. Intellectual experiences. 
3. Perceptual experiences. 
4. Aesthetic experiences." y 
Lowenfeld states that the following evaluation chart is 
of a general nature. In it, only the general criteria of 
evaluation is emphasized. Therefore, it can be used in all 
stages of development. .The chart can be used for obtaining a-
child's profile of his growth by checking the answers and 
connecting the check marks. The right side represents the 
superior quality, the left side, the inferior ones, and the 
center expresses the average qualities. Evaluation charts de-
signed to meet the specific needs of the different develop-
mental stages are included in the discussion of the 
respective stages. 
1/ Lowenfeld, op.cit., p. 37. 
2 • 68. 
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Table 1. General Evaluation Chart 
! 
Objective Criteria lLittle Some Much 
Is the childTs creative work I ! 
adequate for his stage of develop- I 
ment in representing the: i 
' 
1. figure I l 
2. space ' ~ 
3. color ! 
Technique adequate for expression ' I 
Technique is part and parcel of l I childTs work. i 
~at degree of effort does final I I product represent? l 
!Meaningfulness of single parts of I work as detail. ~ 
Meaningfulness of single parts of " I ! I I 
' work as part of environment. I 
To what extent did child follow . I e a mode of expression? To what extent does any change ! 
upset the meaning of the work? I 
Degree of Self-Identification Yes No 
1. Constant stereotyped repetitions 
2. Now and then stereotyped repetitions 
3. Mere objective reports 
4. Some inclusion of self by adding special 
characteristics to ob.iective report 
5. Indirect or direct inclusion of self I 
Attributes of Growth Little Some Much 
.. 
Free from stereotyping 
tEmotional 
Lack of generalization 
. of objects (no trees 
Growth are alike, etc.) 
· Constant deviations from 
generalizations 
Use of free lines and 
brush strokes 
-(continued on next page) 
e ~/ Victor Lowenfeld, OJ2.Cit., pp. 69-71. 
Table 1. (continued) 
Attributes of Growth ~ittle Some Much 
Intellectual 
Growth 
Physical 
Growth 
Perceptual 
Growth 
Social 
Growth 
Inclusion of many subject 
matter details. 
Differentiation of color. 
Other indications of 
active knowledge. 
Visual and motor coordin-
ation (how well he 
guides lines) 
Conscious pr6jection of 
body.movements 
(representation of them) 
Unconscious projection of . I 
body (body image) 
Skillful use of techniques 
Visual experiences: 1 
light - shadows -
color - perspective -
differentiation. 
Non-visual experiences: 
tactile - texture -
auditive. 
Kinesthetic experiences: 
(body movements) 
Faces his ovm experiences 
in work. l ! Identification with the ! 
needs of others. I 
Inclusion and character- j 
ization of social l 
environment (home,school) 
Participation in group l 
work. l 
Appreciation of other j 
cultures. 1 
Enjoyment of cooperation, • 
directly (through work) ! 
or indirectly (through li 
the topic). 
(concluded on next page) 
Table 1. (concluded) 
Attributes of Growth 
Aesthetic 
Growth 
Creative 
Growth 
Integration of thinking, 
feeling, and perceiving. 
Sensitiveness toward: 
harmonious color. 
texture. 
lines. 
shapes. 
Preference for decorative 
design patterns. 
Independence without copying. 
Originality without imita-
ting style of others. 
Creativeness and inventive-
ness in regard to content. 
Can immediately.be dis-
tinguished from others 
in mode of expression. 
Is entirely different 
from others. 
11 
Little Some Much 
Lm.yenfeld concludes that knowledge if it cannot be used 
by a free mind will neither be of benefit to the individual, 
nor to society. He states that: 
17 0ur one-sided education, with its emphasis on 
acquiring knowledge has neglected the following 
attributes of growth which are responsible for the 
development of the individual 1 s sensibilities, his 
spiritual life, and his ability to live cooperatively 
in a society: 
1. Emotional growth, or, in art, the emotional release 
given by a creative work to its creator. 
2. Intellectual growth, as seen in art in the child 1 s 
growing awareness of himself and his environment. 
3. Physical growth, as seen in art in his capacity for 
visual and motor coordination, that is, in the way 
in which he guides the line, controls his body, and 
performs his skills. 
]) Victor Lowenfeld, op.:-cit., pp. 2 and 49-58. 
4. 
5. 
6. 
7. 
Perceptual growth, as seen in art in the child's 
increasing awareness and use of kinesthetic 
experiences, from the simple uncontrolled body 
movements during scribbling to the most complex 
coordination of arm and linear movements in artistic 
production •. 
Social growth, as seen in art in his feeling for 
self-identification with his own experiences and 
with those of others. 
Aesthetic growth, as revealed in art by the childts 
increasing sensitivity to the total integration of 
all experiences concerning thinking, feeling and 
perceiving. This total integration can be seen in 
the unity of a harmonious organization and expression 
of thought and feeling by means of spaces, lines, 
textures and colors. 
Creative growth, as seen in art in the independent 
and original ~pproach that the child shows in his 
work. Skill is not necessary; emotional freedom 
is.H 
. . 
The changes in the relationships between man and 
environment are understood. when there is some assurance of 
the understanding of the changing quality of the imaginative 
. . . 1/ 
activity during different developmental periods. Lowenfeld-
compiles the following chart for the purpose of surveying 
·these changing conditions with regard to the relationship to 
man and his environment. 
The chart has a dynamic meaning: to show at one glance, 
horizontally, the development of the experiences of shape, 
space, and color, and the adequate stimulation for each age 
period. Vertically, the chart shovvs growth from one stage 
of development to another again in the different realms of 
shape, space, color and design. 
1/ Victor Lowenfeld, op~cit., pp. 504 and 508. 
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Table 2. Summary of Growth and Development 
Stage 
Scribbling (2-4 years) 
Pre-Schematic (4-7 years) 
Schematic 
Stage 
(7-9 years) 
Dawning 
Realism 
Pre-
Adolescent 
Crisis (9-11 years) 
Gang age 
Characteristics 
Disordered: no motor 
control. 
Longitudinal: motor 
coordination. 
Circular: variation 
of control 
Naming: change of 
thinking from 
kinesthetic to 
imaginative. 
Discovery of 
relationship between 
representation and 
things represented. 
Discovery of concept 
through repetition 
becomes schema. 
Greater awareness of 
the self. 
Removal from schema. 
Removal from geometric 
lines. 
Lack of cooperation. 
Stage of transition. 
Representation of 
Human Figure 
None 
Only imaginatively 
Search for concept. 
Constant change of 
symbol. 
Definite concept 
depending on 
active knowledge 
and personality 
characteristics. 
Human schemata 
expressed by 
means of geometric 
lines. 
Greater stiffness. 
Emphasis on clothes. 
Difference between 
boys and girls. 
Tendency toward 
realistic lines 
1continued on next page} 
~/Victor Lowenfeld, Creative and Mental Gro~~h, op.cit., 
- pp. 504~505. 
--
Table 2. (continued) 
Stage 
Scribbling (2-4 years) 
Pre-Schematic (4-7 years) 
Schematic 
Stage (7-9 years) 
Dawning 
Realism 
Pre-
Adolescent 
Crisis 
(9~11 years) 
Gang age 
Representation of Representation of Design 
· Color S__gace 
No conscious use. None 
Color used to 
distinguish 
between 
scribblings. 
Only 
imaginatively 
None 
Emotional use 
according to 
appeal. No 
relationship 
to reality. 
No order in space. No conscious 
Relationships approach 
according to 
emotional 
significance. 
Definite rela- First definite 
tionship between space concept: 
color and object. base line. 
Through repeti- Discovery of 
tion color, being a part of 
schema. environment. 
Removal from 
objective stage 
of color. 
Subjective color 
experiences 
with emotionally 
significant 
objects. 
Subjective space 
representation. 
Space-time 
concept. 
Removal from 
baseline con-
cept. 
Overlapping. 
Discovery of 
plane. 
Difficulties in 
spatial 
correlation due 
to egocentric 
attitude. 
·No con-
scious 
approach 
Design 
character-
istics re-
ceived 
through 
urge for. 
repetition 
First con-
scious 
approach 
toward 
decoration 
Use of 
materials 
and their 
function 
for design. 
(concluded on next page) 
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Table 2. (concluded) 
Stage 
Scribbling 
(2-4 years) 
Pre-Schematic (4-7 years) 
Schematic 
Stage (7-9 years) 
Dawning 
Realism 
Pre-
Adolescent 
Crisis 
(9-11 years) 
Gang age 
Stimulation 
Topics 
Through encouragement. 
In the direction of 
childts thinking. 
Activating of 
passive knowledge 
mainly related to 
the self. 
T Stage 
q't]"e 1 , 1 Action 1 , 
'-Where r , topics in 
time sequences 
(stories) 
Inside and outside. 
Cooperation through~ 
Group w~:n:·k . 
Working method 
Topic 
I Different professions .• 
Suits, etc. 
Techniques 
Large black crayon, 
Smooth paper, 
Finger paint for 
mal-adjusted 
children, 
Colored crayons, 
Poster paint, 
Clay 
Crayons, clay, 
Poster paint, 
Large bristle brush, 
Large sheets of 
paper. 
Colored crayons, 
chalks, 
Poster paint, 
(tempera) 
Large paper, 
Bristle brush, 
Clay. 
No crayons cause 
removal from 
linear expressions. 
Poster paint, 
Clay,- Textiles, - 1 
Chalk,- Metal, -
Linoleum cut, -
Wood. 
• CHAPTER III 
THE ART PROGRAM 
ll 
.SIGNIFICANCE OF ART EDUCATION: 
liThe significance of art education is its 
educational integrity. The laws of learning and the 
psychological drives of childhood. are not violated in art 
teaching, but rather they are strengthened and supported. 
Learning by doing, verbal learning, and observational learn-
ing are all part of an art program. Learning by doing is 
creative work and planning; verbal learning is discussion 
and evaluation; and observational learning is visual 
discrimination, art judgment, and response to both good and 
bad art structure. The psychological drives of childhood 
for social relationships and personality development, 
security, activity, success, recognition, and acceptance by 
other children can find fulfillment through the art experi-
ence provided that the circumstances which comprise the art 
program are properly directed. When this is true,. it would 
be almost impossible for a child to fail to find in art 
activities some of. the satisfaction which he craves. n 
GOALS OF THE ART PROGRAM: 
l. To foster the grov1th and development of the creative 
spiritual, appreciative, and aesthetic qualities, 
abilities, and potentialities of children. 
2. To select appropriate content material in order 
that the art program may meet the maturation levels 
of the children and enrich their experiences. 
J. To provide the favorable circumstances for art 
learning and competent teaching that result in 
desirable changes in the growth and development of 
children as related to art experiences. 
1/ Margaret Hamilton Erdt, Teaching Art in the Elementary 
School, Rinehart and Company, Inc.,New York, 1954, p. 8. 
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4. To give children a deep and lasting enjoyment 
of art that will persist in adult life and 
will exert a positive influence on our own 
American culture. 
BASIC TEACHING CONCEPTS; 
The understanding and application of the following 
basic teaching concepts are necessary to provide effective 
. . 1/ 
art education for children in the elementary school. 
1.. A Permissive Atmosphere: 
This is determined to a large extent by the 
teacher!s attitude in the classroom, her tone, gestures, and 
verbal approval of the children's·work. In this type of 
atmosphere the child discovers individual ways of working 
and solving problems; and he is given the opportunity to 
discover, explore and experiment with a variety of media and 
materials. Although the child is encouraged to work freely 
and creatively; restrictions which apply to other areas of 
learning also apply to the various types of art activities. 
2. Stimulation: 
The teacher can stimulate and motivate the children 
by various means to express their ideas and feelings in 
different media-and materials. Discussions, demonstrations, 
films, and sometimes the presentation of an unfamiliar 
1./ Estelle H. Knudsen and Ethel M. Christensen, Children's 
Art Education, Charles A. Bennett Company, Inc., -
Peoria, Illinois, 1957, pp. 14-16. 
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medium, all aid in stimulating expression on the part of the 
elementary school child. For the most effective results, the 
teacher should suggest topics related to the children t s 
immediate interests and experiences. 
3. Guidance: 
The teacher guides the children to express them-
selves honestly and effectively so that the art activities 
in which they are participating will be a generally satisfy-
ing experience. This involves (a) helping the children select 
and clarify their thoughts and feelings and (b) presenting 
media and techniques at the proper time in accordance with 
the maturation and levels of ability of the children. 
4. Ace eptanc e: 
The teacher 1 s acceptance of the children is indicated 
by a positive attitude toward the children and their work. 
The teacher is understanding and considerate of the ideas and 
the feelings of the children in her classroom in whatever form 
the children may express them. 
The developmental level of a particular child is 
indicated by the maturation shown in his work; and the 
acceptance of the various developmental levels is achieved by 
allowing each child to work in a manner which is natural 
to him. 
5. Developmental Levels: 
Knowledge of the developmental levels of children 
92 
and the procedures involved in handling each medium is 
necessary to effectively guide the art experiences of 
children. y 
Victor Lowenfeld has classified childrent s art work 
into three general stages of development: 
a. The Scribbling Stage~ 
To the kindergarten child scribbles have definite 
meaning although the child r s drawings may appear as 
only scribbles to the unaccustomed adult eye. 
The child during this period works largely in 
circular masses, has little motor coordination, and 
utilizes little detail. 
b. The Symbolic Stage: 
In the first, second, and third grades, the people 
and things represented in childrents art work 
become more recognizable. Forms are still extremely 
symbolic, but still more recognizable and detailed. 
c. The Transition Stage: 
During grades four, five and six, the child somehow 
grows very self-conscious of his work. Perfection 
and realism are often the ideals during this 
period with a need for extreme detail. The intense 
interest in the end product forces goals beyond 
the child's reach. 
d. Children in a specific classroom will be at many 
different levels at the same time. A child may 
temporarily regress in his developmental sequence. 
This may happen when the child is confronted with 
a new medium and the particular child involved 
warrants special attention. 
6. Evaluation: 
The ideas and feelings the child has attempted to 
1/ Victor Lowenfeld, Creative and Mental Growth, The Mac-
millan Company, New York, 1955, pp. 385-386. 
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express, his behavior, his growth and development, and his 
way of handling an art medium may be used to evaluate the 
child 1 s art experience. The evaluation may be done by the 
teacher alone, or during or at the end of the art experience. 
With primary grade children, there should be ~ little 
emphasis on techniques; constructive evaluation helps to 
increase the child 1 s understanding and enjoyment of his own 
work as well as the work of his classmates. 
During a group evaluation of the end products of the 
art experience, the main emphasis should be on the ideas 
and feelings that the child has attempted to express~ 
PROVISIONS WITHIN THE SCHOOL ART PROGRM~: 
The.art program in the elementary school should 
provide for the proper growth and development of each child. 
The program should include a balanced experience in which 
many types of art activities stimulate the child to express 
his ideas and feelings creatively. Art education in the 
elementary grades should not only provide many valuable 
learning experiences for every child, ·but also should give 
each child the opportunity to have fun and enjoy his art 
work. 
A BALANCED EXPERIENCE: 
The art program in the elementary school should 
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provide a balanced experience for the children which 
motivates and stimulates various types of growth and 
response: 
Intellectual 
Emotional 
Social 
Perceptual 
GROWTH AND DEVELOPMENT: 
Physical 
Aesthetic 
Creative 
The growth and development of the child during the 
period of art education in the elementary school will depend 
greatly on the approach used by the teacher. The art 
program must not be presented to the children as a drill 
subject. For proper growth and development the emphasis in 
the art program should be on the child 1 s growing art 
consciousness and not on the perfection of a skillful per-
formance. 
Proper art experiences and activities provide for the 
following: 
Increasing judgment in the use of form, color and 
texture 
Growing consciousness of natural proportions 
Greater understanding of other subject areas 
Responsibility for proper care of tools, materials and 
other equipment 
Emotional satisfaction and a sense of accomplishment in 
creative work 
Development of individual talent and ability 
Better communication of ideas and feelings 
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Cooperation with other children in group activities 
Willingness to accept and try new art techniques 
Greater creative expression 
Willingness to work individually and independently of 
others. 
y 
AN INTEGRATIVE EXPERIENCE~ 
An intelligent approach to an integrated art program 
first establishes functional and aesthetic relationships 
between the two subjects, then provides the classroom 
activities that will make possible a natural integrative 
experience for the children. 
A CREATIVE DESIRE~ 
The creative art experience should provide the 
elementary school child with increased interest, appreci-
ation, and offer many opportunities for self-expression. 
PARTICIPATION: 
The elementary school art program should be planned 
so that every child in every classroom is given ample 
opportunity to participate in varied art activities. Each 
child should also be given the opportunity to display his 
1/ Margaret Hamilton Erdt, op.cit., p. 57. 
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art work both in the classroom and before the group. 
FUN WITH ART; 
Art should be one of the most enjoyable experiences in 
the ·daily program of the elementary school child. Many 
activities can be planned in the art program which are 
purely for the enjoyment and entertainment of the children, 
but at the same time will provide the children with a 
valuable learning experience. 
. 1/ 
EXPECTED OUTCOMES OF THE ART PROGRAM: 
Grades one through six: 
The child grows in his ability to enjoy art - the art 
expression of his peers, his contemporaries, and that 
of other cultures and historical periods. 
The child experiences emotional satisfaction and a 
sense of accomplishment. in his own art expression. 
The child learns to work independently and cooperatively 
using his own experiences in his art expression. 
The child becomes more familiar with the nature of art 
materials and explores their possibilities - easel 
~aint, chalk, water color, construction paper, clay 
(water base), paper-maiche, wood, finger paint, 
charcoal, crayon, plaster of Paris, and cloth for 
creative expression. 
The child learns to respect and care for art materials 
and tools and to have consideration for the classroom 
and its equipment. 
1/ Margaret Hamilton Erdt, op.cit., p. 218. 
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The child begins to be aware:that factors other than 
realism may be used in judging the value of an art 
project and to recognize some of the art elements and 
principles of design. 
The child gains a feeling of belonging through 
participating in a group enterprise. 
The visual-minded child grows in his ability to observe 
and to discriminate in visual perception. 
The non-visual-minded child grows in his ability to 
express his ideas a~d emotions in concrete form. 
CHAPTER IV 
KINDERGARTEN 
PROVIDE A VARIETY OF ART EXPERIENCES! 
The classroom teacher must make art an integral part of 
the day, with several short periods of v~ried art activities 
and experiences. 
OBJECTIVES: 
Encourage the growth and development of the child 
The kindergarten program and the room environment must 
be well adapted to different kinds of creative work 
A flexible program of daily work and the skillful 
guidance of the teacher are essential so that growth 
and development in art expression will be continuous 
Encourage the development of proper attitudes and help 
personality traits develop properly 
Understanding and respecting the ideas expressed by 
others 
Beginning to work together cooperatively in groups 
Respect for orderliness, and media and materials being 
used in the classroom. 
MOTIVATION: 
Stimulate creative expression in children through a 
discussion of common childhood experiences 
Encourage dramatic play asan interpretation of a 
general topic 
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Question skillfully to clarify any childhood 
experiences 
Help children. choose suitable art media and materials. 
MATERIALS: 
A large quantity of basic art materials is essential 
on the kindergarten level, for children work quickly, tire 
easily, and do not use art materials sparingly. The follow-
ing is a list for the kindergarten classroom of suggested 
art materials: 
9n x 12", 12" x 1811 and 1811 x 24rr newsprint paper; 
natural and colored 
9n x 1211 and 12 11 x 18n colored paperi poster (thin) 
for cutting and construction (heavy) for folding 
91t x 12 1', 12n x 18n and 18n x 24 11 manila paper 
1211 x 18n and 18n x 2411 finger-paint paper (shelf paper 
may be substituted if it is not plastic coated) 
B~'' x 11 11 and 9" x 12n bond paper 
1n varnish brush 
3/4n, l/2 11 , 1" and 1-1/2 11 medium-long handle brush, 
bristle 
3/4" and l" easel, long handled, bristle brushes 
Pencil, kindergarten size and regular size 
Colored crayons, kindergarten size 
Colored chalk, large and regular sizes 
Tempera paints; red, orange, yellow, emerald green, 
deep green, . blue, turquoise, violet, white, black, 
brown, and flesh 
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Finger-paints, may be bought commercially in above 
colors or may be made by the teacher 
Powder paints, red, orange, yellow, green, blue, purple, 
brown, black and white 
Clay, red and white (not an oil base clay). 
ART ACTIVITIES; 
The Painting Arts; 
A new experience for most kindergarten children 
Stages: 
a. Displaying an interest in the medium 
b. Working with the medium to achieve the 
completed product 
Children at this age need teacher guidance and stimu-
lation, but must be giventhe opportunity to use the 
new experience in a free, easy and creative.manner. 
The teacher can only provide the motivation, circum-
stances, materials, time and appreciation that make a 
happy creative experience possible for the children in 
her classroom. 
1/ 
EASEL PAINTING: 
Materials: 
Tempera paints or poster paint; paper; brushes (long-
handled); easels; aprons or smocks. 
Description of materials:: 
Tempera paints: Non-toxic, water soluble paints which 
may be purchased iri either powder or liquid form. 
Assorted colors may be given to children gradually to 
prevent confusion with colors. 
1/ Dorothy Haupt and D. Keith Osborn, Creative Activities, 
The Merrill-Palmer School, Detroit,Michigan,l955, pp.J-4. 
Boston University 
School of Education 
.Library 
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Paper: Any semi-absorbent paper; such as, newsprint 
paper (18tt x 2411), brown wrapping paper, paper bags or 
construction paper. 
Brushes: 3/4", l/2" long-handle, flat easel brushes. 
Other sized brushes may be given .to the child for 
experimentation. 
Easel: A classroom easel or flat working surface, the 
height such to permit the child to stand if he so 
desired. 
Procedure: 
The easels may be arranged attractively around the 
classroom so that each child has a sufficient amount of 
space to work in. Suggested topics for paintings may 
be given to the children, but it is best to allow the 
child to come up with his own idea of painting. The 
teacher provides each child with a specific amount of 
paint in a variety of colors in individual containers 
to work with, and makes sure that each child is wearing 
a smock or an apron. 
1/ 
FINGER PAINTING 
Materials: 
Finger paint (either powde'r or liquid form); newspapers; 
paper towels; sponges or corks; finger paint paper 
( 16 n x 2211) ; work tables; brushing lacquer; aprons or 
smocks; and water. 
Description of materials: 
Aprons or smocks: to protect the clothes of the child 
Brushing lacquer: to water proof the surface after the 
work is dry 
Finger paint paper: to provide a glazed surface to work 
on 
1/ Estelle H. Knudsen and Ethel M. Christensen, op.cit.,p.l40 . 
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• Finger paint: To manipulate on the paper with.different parts of the hands and anns 
Newspapers: To dry the finished painting on and to 
protect the clothes of the child 
Paper .towels~ To dry the hands 
Sponges or corks1 To distribute water over the paper 
Water: To dampen the paper and to wash the hands 
Thin gauge linoleum: To provide a stable working 
surface as well as protective covering. 
Procedure: 
Sprinkle or sponge a moderate amount of water on both 
sides of the paper~ The dampness adheres the back of 
the paper to the table or chalkboard. If they wish, 
children are free to use both·hands to paint. On the 
working surface, stretch the paper with the glazed side 
up. To smooth the wrinkles and remove air pockets, 
lift the edges of the paper and stroke outward. 
Apply the finger paint. If powdered 'finger paint is 
used, sprinkle·itgenerously over the wet paper. Blend 
together until a smooth paste results. When the paste 
and the semi-paste forms are used scoop a generous glob 
of finger paint over the entire surface to make a smooth 
background. The background is now ready for the im-
pressions made by chil~ren as they exert pressure with 
all parts of theirhands, arms, and other devices. 
When it is finished, plac.e the painting Oil newspaper 
to dry. The working.· surface is then cleaned to 'be 
ready for another'activity. 
Other Painting Art Activities: 
The following is· a suggested list of other painting 
activities which may be used.in the kindergarten classroom; 
Towel Painting 
Chalk Painting T 
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Ink Blots 
Illustrative Painting 
Painting on Three~Dimensional Forms 
Paint 11 Printingu 
REFERENCES: 
The following is a suggested list ofbooks in which the 
above activities and others are desiribed in great detail: 
1. Browne; Sybil; Art and Materials for the Schools, 
Progressive Education Association, New York, 1943. 
2. Cole, Natalie Robinson, The Arts in the Classroom, 
The John Day Company, Inc~, 1940. 
3. Haupt, Dorothy, and D. Keith Osborn, Creative 
Activi~ies, The Merrill-Palmer School, Detroit, 
Michigan, 1955. 
4. Nicholas, F. W. , and· others, Art Activities in the 
Modern School; The Macmillan Company, New York, 1937 
5. Randall, Arne W., Murals for Schools, The Davis 
Press, Inc., Worcester, Massachusetts, 1956. 
Paper Work; 
A new experience for most young kindergarten children 
This type of art activity is actually designed for 
pure creative expression, but in this case the attitude 
of the teacher is the main factor in determining 
whether or not the child should attempt this type of 
activity. 
This type of art experience gives the child the 
opportunity to share his knowledge and work with others 
in a democratic manner, as well as improving his motor 
coordination and the ability to create and follow 
directions given verbally. 
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This type of art experience also introduces blunt-
tipped and semi-pointed scissors to the kindergarten 
child. 
1/ 
SINGLE LINK CHAINS: 
Materials: 
Paper, construction or colored; scissors, blunt-
tipped; paste; newspapers; ~rayons; and a working 
surface. · 
Description of materials: 
Paper: Either colored ·construction paper which may 
simply be cut in strips or manila paper which may be 
colored first then cut in strips (ln x 4n). 
Scissors: Blunt-tipped or semi-pointed so as not to 
hann children. 
Paste: Either prepared in the classroom by the 
teacher with flour and water or commercial jarred 
paste. 
Newspapers: To cover working area to prevent spillage. 
Crayons: Kindergarten size wax crayons to color 
strips if construction paper (colored) is not used. 
Working surface: Area in which the child will work 
without being hampered by others in his working space. 
Procedure: 
Join ends of strips together and paste. 
Slip end of another strip through the already completed 
link; join ends of second strip and paste. 
Continue this process· until the chain is the desired 
length. 
Chains may be displayed around the classroom or 
decoratively hung around each child 1 s desk or working 
space. 
1/ Dorothy Haupt and D. Keith Osborn, op.cit., p. 23. 
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1) 
PAPER MASKS: 
Materials: 
Paper bags which fit children 1 s heads comfortably; 
scissors; crayons; pencil; strips of paper; and strands 
of yarn. 
Procedure: 
Slip bag over child r s head. 
Teacher or another child may help in marking location 
of eyes, nose and mouth. 
Cut openings for eyes, nose and mouth. 
Fold lower edges of bag (around_ child's neck region) 
to allow for greater comfort. 
Adaptions: 
Masks may be decorated with crayons in gay designs 
and colors. 
Hair may be added by using strips of paper or strands 
of yarn. 
Curls may be made by. drawing sides of scissors down 
a firmly held strip of paper. 
Half-masks of paper or cloth are most easily made. 
Care should be taken to reinforce eyelets where 
string is inserted. 
Paper Work: (continued) 
The following is a suggested list of other paper work 
art activities which may be used in the kindergarten 
classroom: 
Paper Dolls Stick Puppets 
Indian Headresses Greeting Card 
Mobiles Pin Wheels 
Placemats 
Collages 
1/ Dorothy Haupt and D. Keith Osborn, op. cit., p. 32. 
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REFERENCES: 
The following is a suggested list of references for the 
teacher to use in which the above activities and many others 
are described in greater detail; 
1. Birdsong, JuneS., Children's Rainy Day Play, 
Laurel Publishers, Scranton, Pennsylvania, 1953. 
2. Carlson, H. W., Make it Yourself, International 
Association for Childhood Education, W'ashington,l954. 
3. Newkirk, L. V., and Lavada Zutter, Your Craft Book, 
International Textbook Company, Scranton, 
Pennsylvania , 1946. · 
4. Powers, Margaret, A Book of Little Crafts, The 
Manual Arts Press, Peoria, Illinois, 1942. 
CLAY AND OTHER MODELING MATERIALS: 
Before children are given the opportunity to do any 
creative work with clay, stimulate a general discussion 
period on the subject of this medium by skillful 
questioning. 
To aid in satisfying the children's desire to throw 
and pound clay, encourage the children to slam their 
clay on a working surface in unison several times in 
order to soften the clay. 
Children may have a difficult time at first in creating 
with clay; encouragement and guidance on the part of 
the teacher without doing the actual creating for them 
will be extremely helpful to the child. 
For elementary school use, the most appropriate water-
base clay is available in two forms, ll) an already 
mixed moist clay and (2) a dry powdered clay~ 
When the modeling is over, the entire object may be 
painted with liquid or powdered paint as a finishing 
touch. 
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ACTIVITIES = 
The following is a suggested list of clay or modeling 
activities which may be carried out in the kindergarten 
classroom: 
Forming Clay Balls 
Modeling Clay Animals 
Simple Clay Bowls 
Free Clay Activity 
REFERENCES: 
The follow·ing is a suggested list of books in which the 
above clay activities and many others are described in 
greater detail: 
1 .. Brown, Mamie E., Elementary Handcrafts for Elemen-
tary Schools, Exposition Press, New York, 1956. 
2. Gaitskell, C. D., Art and Crafts in Our Schools, 
Charles A. Bennett Company, Peoria, Illinois, 1954. 
3 . · Moore, Frank C. , and others , Handcrafts for Elemen-
tary Schools, D. C. Heath and Company, Boston, 
Massachusetts, 1953. 
4. Nicholas, F. W., and others, Art Activities in the 
Modern School, The Macmillan Company, New York,l937. 
5. Wickiser, Ralph L., An Introduction to Art Activitws 
D. Appleton-Century Company, New York, 1937. 
:Miscellany: 
The miscellaneous activities are those in which the 
emphasis is on the use of raw materials or common 
materials which are near at hand. 
These art activities are particularly good for use in 
the kindergarten because so many scrap··materials and 
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odds and ends are available, and the teacher may 
deviate from any book instruction in any manner she 
likes. 
Children at this age delight in creating with odd and 
unfamiliar materials. 
1/ 
MACARONI BEADS: 
Materials: 
Raw macaroni; paint containers; soap flakes; tempera 
paint in a variety of colors; string or twine; and 
newspapers. 
Procedure~ 
Pour small amounts of tempera paint into small 
containers. Soap flakes may need to be added to paint 
to make paint adhere to raw macaroni. Dip the pieces 
of macaroni into the paint after several pieces have 
been strung on twine. Hang on a nail to dry. Then 
repeat entire process of stringing several more beads, 
dipping into the paint, while holding the finished 
beads away from paint. 
Soda straws can also be used to make a necklace in the 
same manner. 
MARBLE PAPER: 
Materials: 
Paper and tempera or poster paints. 
Procedure: 
Wet the paper thoroughly, then spread on a working 
surface. 
With a brush or swatch of cloth dab splotches of 
paint or a combination of colors onto the paper. 
Crumble paper into a ball, and squeeze out excess water 
OR 
17 Dorothy Haupt, and D. Keith Osborn, op.cit., p. 70. 
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Fill large tray or pan with water. 
Drop small amounts of oil paint or printers ink on the 
water and stir gently. 
Lay the paper on the surface, remove the paper and 
spread it out on newspapers to-dry. 
The following is a suggested list of other art activities 
which may be carried out in the kindergarten classroom~ 
Paper Plate Pot-Holders 
Colored Straws 
Potato Puppets 
Finger Puppets 
Sand Pictures 
Jack-0-Lanterns 
Paste Painting 
REFERENCES: 
Gumdrop Trees 
Egg Dyeing (Easter) 
·Sock Puppets 
Canoes 
Paper Batik 
Chinese Lanterns 
Candle Holders 
The following is a suggested list of books for the 
classroom teacherrs use in which the above art activities and 
many others are described in greater detail: 
1. Fletcher, Helen Jill, and Jack Deckter, The Puppet 
Book, Greenberg Publishing Company, New York, 1947. 
2. Gregg, Harold, Art for the Schools of America, 
The International Textbook Company, Scranton, 
Pennsylvania, 1941. 
3. Hoover, F. Lois, A Teacher's Guide for Using Arts 
and Activities in the Classroom, The Jones 
Publishing Company, Peoria, Illinois, 1955. 
4. Major, Charlotte, Teaching Art in Elementary Schools, 
Progressive Education Association, New York, 1941. 
5. Wickiser, Ralph L., An Introduction to Art Activities, 
Henry Holt and Company, Inc., New York, 1947. 
110 
CHAPTER V 
GRADES ONE AND TWO 
PROVIDE A VARIETY OF EXPERIENCES: 
The classroom teacher must make art an integral part 
of the day, with several short periods of varied art/ 
activities and experiences. The art program of the first 
and second grade should begin with a review of past art 
activities and experiences in the,earlier grades. The art 
program throughout the elementary grades should be a 
continuous process of the development of ideas and feelings, 
abilities, and creative expression of the children. 
OBJECTIVES~ 
Continued development of the objectives begun in the 
kindergarten program 
Develop art experiences and activities from the 
natural interests of the children in the classroom 
Stimulate art expression through discussion and 
demonstration 
Help the child to solve his own problem 
Stimulate the child who doesntt know where to begin 
Discuss the finished product in terms of the ideas 
and feelings expressed by the children 
Guide the children to use the art media best suited 
to their interests 
Encourage the children to respond freely 
Encourage the combining of two art media 
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Develop an awareness in the child of relative size and 
the beauty of his environment 
Help children to understand .'and enjoy the work of 
classmates. 
MOTIVATION: 
Stimulate creative expression in children through 
discussions and demonstrations 
Help children choose suitable art media and materials 
Guide children to select the appropriate size paper in 
relation to problem 
Relate art activities to personal experiences of 
children 
A field trip or excursions in the near community 
motivate creative expression and intellectual growth. 
ART ACTIVITIES: 
The Painting Arts: 
Many art projects in the elementary grades are equally 
good for group work and individual activities. 
Careful detailed planning is essential to a group 
project before the children begin working. 
Painting art activities are more successful in the 
primary grades when easel painting and similar painting 
art activities have been carried out in the kinder-
garten.· 
1.1 
THE SCHOOL MURAL: 
Whether the mural is made in correlation with other 
1/ Arne W. Randall, Murals for Schools, The Davis Press,Inc., 
Worcester, Massachusetts, 1956, pp. 25-29. 
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school subjects or as a . separate art project, it is 
valuable as a means of teaching self-expression, 
cooperation, and appreciation. 
Choosing a subject: 
An opportune time to decide on a subject for a mural 
is when a situation arises .frorn daily activities of 
the children which requires the use of creative art. 
Choosing a subject may grow out· of: 
1. A group art activity just for the fun of doing it. 
2. Topics suggested by the class. 
3. Other subjects or projects in the curriculum. 
4. A need for a large cooperative project or a series 
of related pictures. 
5. The need for the children to participate and share 
experiences in a group activity. 
Planning: 
The teacher must carefully organize the planning of 
the art activity before the children begin work. 
The plans must be flexible so that they may be altered 
as the activity progresses. The teacher is responsible 
for motivating and directing the childrents interest, 
imagination, and cooperation. 
The teacher encourages the children to make decisions 
for themselves ani helps them to observe and discover 
interesting facts as well as decide what to include in 
the mural. The teacher and the children work 
cooperatively. 
In the primary grades ideas will materialize through 
discussion, but may be further developed through 
dramatic play, records, and field trips. 
Arranging Committees: 
Groups or committees may be formed by the children 
themselves, each committee assuming the responsibility 
for one phase of the mural. 
Responsibilities of each committee may be written on 
the blackboard in order that everyone will know his 
particular duties. 
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Materials: 
White manila or brown wrapping paper, 24" 36u, or 48tt; 
tempera paints; brushes (variety of sizes~; scissors; 
and paste. 
Description of Materials: 
Paper:. Brow·n wrapping paper with a finish that will 
take either tempera paint or colored chalk. vlliite 
manila paper is of a better quality but is more expen-
sive in large quantities. The blackboard is also an 
appropriate background .for a mural, for tempera paint 
will wash off when the product is finished. A bulletin 
board is· also a convenient background for a cut paper 
mural. 
Brushes: Brushes must be in a variety of sizes and 
widths depending on the size of the mural that is to be 
rendered. · 
Tempera paint: This is a good medium for a primary 
grade m1..1ral due to the large variety of colors available 
and that it. is waqhable. This medium dries quickly and 
applies easily which is good for use in the early grades 
due to the shortness of the child's attention span. 
Scissors: are necessary to cut the paper to size when 
taking paper off a large roll and are. also necessary 
when children are creating a cut paper mural. 
Paste:. is necessary to paste parts of the mural together 
before displaying finished product. 
Procedure: 
Teacher will want to alternate work on the mural with 
dis cu ssi ons • 
A week is usually long enough to devote to painting a 
mural. Previous painting experiences at the easel will 
facilitate work on the mural. 
It is the teacher's responsibility to keep.the spirit 
of the mural activity informal, relaxedand uninhibited. 
Children in the primary grades should have freedom in 
their choice of colors for a mural. 
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Children should be encouraged tq make mural figures 
and objects large and should be allowed to express thei 
own ideas and feelings. 
The three types of mural composition prevalent in the 
primary grades are the figure, panel, and scenic. 
Other painting art activities: 
The following is a suggested list of other painting art 
activities which may be used in the first and second grades 
including some more advanced forms of kindergarten art 
activities: 
Spatter Painting 
Paper Batik 
Free Paint Designs 
Easel Paintings· 
Still Lifes (simple setups) 
Mobiles 
REFERENCES: 
Chalk Painting I 
Towel Painting 
Story Book Painting 
Finger Painting 
Beginning Abstract Design 
The following is a suggested list .of reference books 
for the classroom teacher in which the above painting art 
activities and many others are described in greater detail: 
1. Bryce, Mayo; and Harry B. Green, Teachers Craft 
Manual, Fearon Publishers, San Francisco, Californi 
1956. 
2. Cole, .Natalie Robinson, The Arts in the Classroom, 
The John Day Company, Inc., New York, 1940. 
3. Gaitskell, C. D., Art and Crafts in Our Schools, 
Charles A .. Bennett Company, Peoria, Illinois, 1954. 
4. Harrison, Elizabeth, Self-Expression Through Art, 
W. J. Gage and Company, Toronto, Canada, 1951 
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5. Shultz, Harold A. and J. Harlan Shores, Art in the 
Elementary·School: Practical Suggestions f'or the 
Classroom Teacher, University of' Illinois, Urbana, 
Illinois, 1948. 
THE DRAWING ARTS:· 
Good drawing depends not only upon skill and sensitivity 
to line, but also upon observation. 
Through drawing the child develops an awareness of' the 
various parts of' the body. · 
--
The child will gain in the ability to distinguish 
various characteristics of animal forms. · 
The principles of design and the art elements are 
established through the drawing arts. The child begins 
to create compositions filling the spaces on his paper 
effectively and realistically. 
Creative expression in drawing landscapes is establishe 
by developing an awareness of the environment within 
the child. · 
The drawing arts include colored chalk, crayon, 
charcoal and a limited amount of' pencil work. -
Drawing is a sincere and important art expression which 
comes naturally to most young children. 
11 COLORED CHALK: 
Materials; 
Newsprint, manila, colored construction or wrapping 
paper; colored chalk; pencils; cloth; and fixative. 
Description of Materials: 
Paper: In this type of drawing activity, newsprint, 
!/Dorothy Haupt and D. Keith Osborn, O£.Cit., p. 30. 
l:L6 
manila, colored construction and wrapping paper are 
all acceptable. 
Colored Chalk: A wide range of colors in large and 
small sizes for each child. 
Pencils: If desired, although no pre-drawing is 
actually necessary when working with colored chalk. 
Cloths: should be provided for each child to wipe 
their hands, and smocks or aprons may be provided if 
desired. 
Fixative:: A plastic fixative in a self-spraying 
container to make drawings last permanently without 
smudging when completed. 
Procedure: 
Each child should be provided with appropriate materiaill. 
Each child should be provided with a proper working 
area. 
Topics for this type of activity may include: simple 
set-ups, stories, illustrations, cards for sick 
children, suggested topics, animals, or action figures 
with different children in the classroom posing for 
several minutes. 
Other Drawing Activities~ 
The following is a suggested list of other drawing 
activities which may be used in the first and second grades: 
Landscapes 
Illustrations in Colored Chalk 
Colored Crayons 
Simple Charcoal Drawings 
Wet Chalk Drawings 
Crayon Animal Drawings 
Simple Pencil and Crayon Drawings 
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REFERENCES: 
The following is a suggested list of reference books 
for the classroom teacher in which the above drawing activi-
ties and many others are described in greater detail: 
1. Browne, Sybil, Art and Materials for the Schools, 
Progressive EducationAssociation, New York, 1943. 
2. Graves, IJfai tland, The Art of Color and Design, 
Me Graw-Hill Book Company, Inc., New York, 1941. 
3. Lowenfeld, Victor, Creative and Mental Growth, 
(Third Edition), Macmillan Company, New York, 1957. 
4. Wickiser,. Ralph 1. , An Introduction to Art Activities, 
Henry Holt and Company, New York, 1947. 
PAPER WORK: 
Paper work is begun in the kindergarten and developed 
further throughout the elementary grades. 
There are a number of practical and imaginative ways 
to use paper. 
A wide choice of paper in the classroom provides the 
child the opportunity to experiment with color, texture, 
and design. 
Classroom projects for groups or the individual child 
may be developed With paper sculpture, papier-maiche, 
paper sacks, strips of paper or collages. 
Necessary materials for this type of activity include: 
scissors (an assortment of sizes); paste or glue; 
various types of paper; crayons or tempera paints; and 
odds and ends of shells, buttons, and scraps. 
CHINESE LANTERNS: 
Materials: 
Paper, manila and colored construction; paste, stapler 
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or tape; scissors; and crayons in a variety of colors. 
Description of Materials: 
Paper: Manila and colored construction paper, 9n x 12" 
and 12" x 1~", to allow children a choice of size and 
color. 
Paste, Stapler or Tape: Paste, either made by the 
teacher and the children, or the commercial type, or a 
stapler, if one is available in the classroom, or 
masking tape may be used, to secure the lanterns 
together. 
Scissors: in a variety of sizes, if available in the 
classroom, to cut the paper. 
Crayons: in a variety of colors so that the children 
may create colorful lanterns. 
Procedure: 
Fold paper of choice in half and crease. 
Draw lines approximately one inch apart from folded 
crease to outer edge (leaving one inch at out edge so 
that cut strips remain attached to original paper). 
Children may color strips any way they wis~ or if 
colored paper is used, the Chinese lantern may remain 
one color. 
Cut each strip along the drawn line, leaving one inch 
remaining from outer edge. Classroom teacher should 
guide children to prevent their cutting from the wrong 
edge. 
Cut single strips from another sheet of paper and 
distribute one to each child to decorate as he wishes. 
When cutting is completed, allow each child to either 
paste, tape, or staple the two edges together, over-
lapping one strip with the next. 
Then allow each child to paste handle on the lantern 
and place finished decorative lantern around the 
classroom. 
FOLLOW THE LEADER: 11 
Materials: 
Construction paper, colored or manila, about 9rtxl2"; 
pencils; scissors; and crayons. 
1/ Dorothy Haupt and D. Keit.h Osborn, op.cit., p. 25. 
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Description of Materials: 
Construction paper; or manila paper about 9n x 12n to 
create the design to be cut out upon. 
Pencils: To draw the figure or design that is to 
be cut. 
Scissors: To cut the paper. 
Crayons: To color the strip of designs after they have 
been cut. 
Procedure: 
Lay paper horizontally on working surface and divide 
horizontal edge into fourths or sixths, being sure that 
the distances are equal. 
Fold back and forth on drawn lines. 
Draw one-hal~ of the desired object or figure on the 
first fold - or draw the desired figure or animal in the 
center of the pleated paper .. 
* Note - It is necessary to leave a point on each 
folded side where the cutting will not be done:.. 
Cut on the heavy drawn lines of the figure or object 
leaving a place on the fold untouched. 
Pull gently on each end and rtFollow the Leadertt figures 
appear. 
Finished cut product may be colored carefully by the 
child if he wishes to do so. 
Other Paper Work Art Activities: 
The following is a suggested list of other painting art 
activities which may be used in the first and second grades 
including some of the activities begun in' the kindergarten 
in more advanced forms; 
Indian Headresses 
Paper Sacks 
Greeting Cards 
Dioramas 
Mobiles 
Stick Puppets 
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Collages 
Paper Dolls 
Movies 
Masks 
Paper and String Marionettes 
REFERENCES~ 
Marbelized Paper 
Simple Paper Sculpture 
The following is a list of suggested references for the 
classroom teacher in which the above suggested activities 
and many others are described in much greater detail: 
1. Haupt, Dorothy, and.D. Keith Osborn, Creative Acti-
vities, The Merrill-Palmer School, Detroit, 
Michigan, 1955. 
2. Hoover, F. Lois, A Teacherts Guide for Using Arts 
and Activities in the Classroom, The Jones 
Publishing Company, Illinois, 1955. 
3. Major, Charlotte, Teaching Art in the Elementary 
Schools, Progressive Education Association, 
New York, 1941. 
ARTS AND CRAFTS ACTIVITIES: 
CERAMIC CRAFTS: 
The three-dimensional form can be expressed creatively 
and easily by children with clay. 
On the elementary level, few tools and little equipment 
are necessary for the child to freely express his ideas 
and feelings in the three-dimensional form. 
Before the children are given the opportunity to do any 
kind of creative work with clay, the teacher should 
stimulate a general discussion period on the subject 
of this comparatively new medium. 
New ceramic craft activities should be introduced to the 
children, and those begun in the kindergarten should 
be reviewed and developed further. 
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Basic Materials; 
Clay: An already_ mixed-moist clay or a dry powdered 
clay; a fist sized one pound ball of clay for each chil~ 
Oilcloth, plastic, or rubber tile: To protect the 
'desktops and to provide a good working surface for the 
child. 
Brushing lacquer: To protect powdered painted clay forms 
from water and finger stains. 
Box of miscellany: Seashells, nuts, nails, screens, 
sponges, beads, etc.; to use for tools as well as 
decorative designs. 
Cloths or sponges:. To clean and dry the hands and to 
moisten the clay if it becomes too dry as the children 
work. 
Paint, enamel, or show card colors: To color the 
finished forms or to apply a decorative effect. 
Brushes: To apply the paint or enamel to the finished 
object or form. 
Activities: 
The following is a list of suggested clay or modeling 
activities which may be carried out and developed in the 
first or second grade classrooms~ 
Free Clay Forms 
Modeling Clay Animals 
Tiles 
Candle Holders 
Planter 
GRAPHIC ARTS CRAFTS:. 
Forming Clay Balls 
Simple Clay Bowls 
Textured Patterns 
Pencil Holders 
Reproducing designs on various types of materials 
through any of various processes is a fascinating 
craft and a very creative one. 
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In the lower elementary grades, simple linoleum block 
printing and wood block printing can ~e done. A 
simpler method of reproducing designs on paper is found 
in stickprinting and potato_printing. 
Children will use considerable imagination and expression 
in transposing their ideas and feelings in graphic art 
craft activities. 
In graphic arts crafts, many skills .used in other 
craft activities are again put to work. The simpler 
craft activities taught in the primary grades are 
developed further in the upper elementary grades. 
Basic Materials: 
A cutting board; potatoes, carrots, or turnips; soft 
absorbent paper; Battleship linoleum; linoleum cutting 
tools (Speedball handle with No.1 and No. 5 gouges); 
water soluble colored inks; tempera paints; soap flakes; 
pencils; and large block of wood. 
Activities: 
The following is a list of suggest graphic arts craft 
activities for use in the first or second grade classroom: 
(The teacher will find the complete procedures for carrying 
out these craft activities in any of the recommended craft 
reference books.) 
Stick Printing:: Book Covers, Place Cards, and 
Wrapping Papers 
Stencils: Illustrations £or stories and paper 
place mats 
Potato Printing! Book Covers, Place Cards, and 
Creative Designs 
Blueprinting; Leaf Prints, Flower Prints, and 
Paper Designs 
Single Color Linoleum Block Prints 
Finger Printing 
Sponge Printing 
Stamp printing with various types of vegetables 
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NOVELTY CRAFTS: 
Corks, clothespins, spools, nut shells, pipe cleaners, 
macaroni, vegetables, toothpicks, and lollipop sticks 
are a few of the interesting articles that children may 
find around their homes which can be used to create 
interesting and amusing art projects. 
Children will use considerable imagination and ingenuity 
in working with odds and ends to make creative projects. 
Each of these novelty craft projects must be carefully 
planned and constr~cted before being carried out by a 
group or individual in the classroom. 
In working with novelty crafts, the tool processes and 
the skills required are, with few exceptions, the same 
as those used in other types of craftwork. 
Children at this grade level delight in creating objects 
and figures with odd materials and easily express 
themselves creatively. 
Basic Materials: 
Bottle corks of various sizes; round toothpicks; 
construction paper; liquid wood-glue or quick-drying 
cement; tempera paints; sandpaper; clothespins; beads; 
macaroni; etc. 
Activities: 
The following is a list of suggested novelty craft 
activities for use in the first or second grade classroom: 
(The teacher can easily deviate from these and create original 
novelty crafts for use in her specific classroom situation.) 
Cork Animals 
Spool Dolls 
Nut Shell Animals 
Spool Printing 
Spool Animals 
Potato Puppets 
Cork People 
Clothespin Dolls 
·Clothespin .Airplanes 
Paper Plate Pot Fruit and Vege- Macaroni and Nut 
Holders . table· Animals Necklaces 
1/~l.-TF'r-a-n'k--C~.~M~o-ore, and others, Handcrafts for Elementar~_Scho~ 
D.C.Heath and Gompany,Boston,Mass., 1953, pp_. lOq_-108. 
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REFERENCES: 
The following is a suggested list of reference books 
for the classroom teacher in which the preceding arts and 
crafts activities and many others are described in greater 
detail: 
1. Boehmer, Susan E. and Chris H. Groneman, Making 
Things is Fun, Book II, Steck Company, Austin, 
Texas, 1946 .. 
2 ~· Bryce, Mayo, and Harry B. Green, Teacher's Craft 
Manual, Fearon Publishers, San Francisco, 
California, 1956. 
3. Cherry, Raymond, General Plastics, McKnight and 
McKnight, Bloomington, Illinois, 1941. 
4. Haupt, Dorothy, and D~ Keith Osborn, Creative 
Activities, The Merrill-Palmer School, Detroit, 
Michigan, 1955. 
5. Hening, Viola, Fun With Scraps, Bruce Publishing 
Company, St. Paul, Minnesota, 1947. 
6. Lee, Martha, Basketry and Related Arts, 
D. Van Nostrand Company, New York, 1938. 
7. Powers, Martha, A Book of Little Crafts, Manual 
Arts Press, Peoria, Illinois, 1942. 
8. Reynolds, Henry Atwood, Low-Cost Crafts for Every-
one, Greenberg, Publisher, New York, 1939. 
9. Zarchy, Harry, Lets Make More Things, Alfred A. 
Knopf, New York, 1943. 
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CHAPTER VI 
GRADES THREE AND FOUR 
PROVIDE A VARIETY OF EXPERIENCES: 
The classroom teacher must not only make art an integraL 
part of the day within the classroom, but also must provide 
experiences for the children to direct contact with the 
resources and activities being carried on in the community. 
Field trips and excursions hold untold possibilities for 
motivating creative expressionand increasing intellectual 
growth. 
OBJECTIVES: 
Continued development of the objectives begun and 
developed in the kindergart.en, first and second grades 
Use an immediate interest of the children to stimulate 
an art experience 
Encourage the children to respond freely through 
discussion periods 
Give aid individually to the hesitant or reluctant 
child in the classroom 
Guide children in the development of their art work 
Use group discussions to evaluate the art experience 
Give each child the opportunity to display his art work 
Encourage and develop art activities in crafts and 
construction 
Guide the child in choice of articles to make, choosing 
those of practical value to the child 
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• Encourage cooperation in child's developing his share of a group enterprise 
Ability to adapt school craft activities for use in 
his leisure time 
Develop the use of color realistically and boldly 
Encourage experimentation with a variety of media 
Deve.lop an awareness of characteristics in people 
and things 
Develop knowledge of proportion, form, action of 
animals and people, and the addition of detail to the 
child's pictures. 
MOTIVATION: 
Stimulate creative expression in children through 
general discussions and demonstrations 
Allow children wider choice of art media and material 
more suited to their individual needs 
Encourage quick, free, water-color work and finger 
painting with strong motivationfor subjects which 
draw upon his personal experience 
Encourage child to continue to express the vigor of 
his art work of the earlier grades 
Varied art experiences should be provided for children 
with superior art ability 
Allow each child to utilize his own initiative and 
originality in art activities 
Field trips and excursions in the nearby community 
motivate further creative expression and intellectual 
growth 
Give child greater responsibility and less teacher I 
guidance unless it is particularly needed. 1 I 
-t 
I 
,, 
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ART ACTIVITIES: 
The Painting Arts: 
Introduction of water-color paints as a new art 
material with which the children have had little or 
no experience. 
Many of the art projects used at th~ middle grade 
level are equally good for individual and group work. 
Painting activities are more successful in the middle 
elementary grades when earlier art e~periences have 
included easel painting and simple forms of finger 
painting. 
WATER-COLOR PAINTING: 
Water-color painting requires more practice than 
other art techniques, and paintings should acquire a 
sparkle, transparency and freshness that excel any 
other art medium that the children may use. 
Water-color painting should be evaluated by both the 
teacher and the children in a classr0om, and all 
paintings should be displayed around.the classroom. 
In evaluating water-color painting, children should 
look for originality, rich color, contrast, and a 
free and loose effect. 
Subjects for water-color paintings can be found in 
objects within the classroom for a still life set-up; 
the outside, landscape painting; or from topics 
brought up in a general discussion period. 
Materials: 
A water-color box containing seven double pans of 
paint; an assortment of brushes ranging from a No. 10 
down to finer points; a variety of textured water-
color papers; a can of water; and paper towels. 
Description of Materials: 
A water-color box: 
of color including! 
Should contain seven double pans 
magenta, red-orange, yellow, 
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emerald green, blue-violet, turquoise, and black. 
The lid of the box may be used to mix colors and a 
small amount of white tempera paint should be 
provided for each child. 
Brushes: An assortment of brushes ranging from a 
No. 10 down to a No. 0 should be provided for each 
child, but excepting for the No. 10 brush, all 
others may be shared. 
Paper: Manila and white water-color paper are 
generally used, but it is too the advantage of the 
teacher to have a variety of textured papers on 
hand in the c·lassroom. 
A can of water; To.clean brushes in or add water to 
the paint is essential to this type of art activity. 
Additional cans of water may be provided if cans 
are available in the classroom. 
Paper Towels: To clean the brushes on and wipe 
off excess paint. 
A working surface~ A board or desk may be used or 
the easel type arrangement if one is available in 
the classroom. 
Procedu:te: 
Large, free, and express types of paintings are more 
likely to appear when adequate working space is 
provided for each child. 
Materials should be distributed to the children 
before the art activity actually begins. The 
teacher should motivate a class discussion centered 
around the interests of the children in her class-
room before beginning the lesson. Practices 
followed in water-color painting must be explained 
before the lesson begins. , 
Each child is responsible for cleaning his own 
materials at the end of the day's lesson and 
several children ar~ selected to collect the articles 
and put them away. 
Brushes are pointed and when collected are put 
handle down in the container where they arekept. 
The child should be taught to block in his design 
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with a brush and not use a pencil in drawing his , -_ 
composition in water..,.color pa,inting. 
Other Painting Art Activities: 
The followi.ng is a suggested list of other painting 
activities which may be used in the third and fourth grades 
including some o.f the more advanced forms o.f painting art 
techniques and activities acquired in the-earlier grades: 
Finger Painting 
Water-color Action Figures 
Still Lifes 
Free Paint Designs 
Chalk Painting II 
Marblized Paper 
Spatter Painting 
REFERENCES: 
Tempera Painting 
Illustrations 
Landscape Drawing and 
Painting 
Murals 
Dioramas 
Paper Batik 
The following is a suggested list o.f reference books 
for the use of the classroom teacher in which the above 
activities and many other painting activities are described 
in greater detail: 
1. Bryce, Mayo and Harry B. Green, Teacher's Craft 
Manual, Fearon Publishers, San Francisco, 
California, 1956. · 
Cole, Natalie Robinson, The Arts in the Classroom, 
· The John Day Company, New York, 1940. 
DtAmico, Victor, Creative Teaching in Art, 
International Textbook Company, Scranton, 
Pennsylvania, 1942 • · 
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4. Ellsworth, Maud, and MichaelF~ Andrews, Seeing and 
Doing, Benjamin H~ Sanborn and Company, Chicago, 
Illinois, 1950. · 
THE D_RAWING ARTS: 
Good drawing depends not only upon skill and sensiti-
vity to line, but also upon observation as in the 
earlier grades. · 
The drawing arts include colored .chaik ,. crayon, ,charcoal, 
. and a limited amount. of pencil work.. .· 
Drawing should _be ·. U$ed, cons ide red, :and evaluated as a 
sincere and important art expression, nat~r~l to most 
children. · · · 
Pen and ink drawing has. no place inthe elementary 
school art progralnr except in the upper grades. 
Children should.;);>e;, given. the opportunity t,o cippraise 
their own work ;and- draw their own conclusions. 
The child deve~ops apoint of interest iri drawing, by 
detail and cont-rast as well as size~ ... · · ·· -
Through drawing activities the child gains knowledge of 
form, proportion·;·· action of figures and antmals ,· .. and 
adds more detail··:.; ··' ·• ·, · ... ' 
Drawing activities are more successful in the middle 
grades when earlier-art experiences have.incltided·a I variety of painting activities. 
- I 
Subject_s for drawings.· can be found in ob-ject§. within the 1
1
· 
classroom for a still life set-up; the outside environ-
ment, landscape drawing; or from topics suggested in a 1 
general discusslbtl_ period. .. · · . _ . . : _ · : I 
, y·:• ':Y .. · . 
CHARCOAL DRAWING.: 
··,::; ~-~.. -~~-~-~-
Successful results in charcoal draWing depend a 'good 1 
deal upon the q11"~i~T of the charcoal and paper · provide~ 
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Charcoal is efficient for outdoor sketching. When 
sketching out-of-doors, children are looking for mass, 
not detail; contours should be simple and strong, not 
weak and fluttery around the edges. 
When completed, the children t s work should be sprayed 
with a fixative. 
Materials: 
Charcoal sticks; paper; a working surface; fixative; 
and a cloth. 
Description of Materials: 
Cbarcoal sticks: A.variety of sticks in different 
sizes and of a soft, chalky quality. 
Paper: For good drawing, a fine cbarcoal paper is 
essential; however, in the elementary grades white or 
tan manila paper in a variety of sizes is sufficient. 
Newsprint paper may be used in beginning charcoal 
drawing a~tivities. · 
A working surface; Paper fastened with tape to a 
heavy piece of cardboard is a good drawing board for 
out-of-doors activities. In the classroom, a desk or 
sufficient working area should be provided for each 
child. . 
Fixati~e; When the work is completed, it should be 
sprayed with a fixative to prevent smudginge 
Cloths: Should be provided for each child to wipe 
his hands on. 
Other Drawing Activities: 
The following is a suggested list of other drawing 
activities which may be used in the third and fourth grades 
including some of the more advanced forms of drawing 
techniques acquired in the earlier grades: 
Chalk Drawings 
Detailed Pencil Drawings· 
Colored Chalk Drawings 
Crayon Etching 
I 
! 
,, 
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Wet Chalk Activities Colored Crayon Drawings 
Action Figures and Animals in Pencil 
REFERENCES: 
The following is a suggested list of reference books 
for the use of the classroom teacher in which the above 
activities and many other drawing activities ·are described· 
in greater detail: 
1. Bannon, Laura, Mind Your Child's Art, Pellegrini 
and Cudahy; New York, 1952. 
2. Cole, Natalie Robinson, The Arts in the Classroom, 
The John Day Company, Inc., New York, 1940 . 
. 3. Graves, Maitland, The Art of Color and Design, 
McGraw-Hill B()ok Company, Inc~,.· New_ York, 1941. 
4. Lowenfeld, Victor, Creative and Mental Growth, 
(Third Edition), Macmillan Company,. New York, 195.7. 
5. Major, Charlotte R., Teaching Art in Elementary 
Schools, Progressive Educati.on Association, 
New York, 1941. · 
6. Schultz, Harold.A., and Harlan J. Shores, Art in 
the ·Elem·entary School, · Uni.,versi ty of Illi~ois, 
Urbana, Illinois, 1948. 
ARTS AND CRAFT ACTIVITIES: 
PAPER CRAFTS: 
Paper crafts arebegun.in the kindergarten and develope 
throughout the elementary grades. ,. 
There are many practical, imaginative, and creative 
ways to use paper •. · · 
Tools required in this.type of art activity and 
experience are.few and simple to.use. 
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Crafts should never be separated from design, and 
creative expression in paper work and design should be 
encouraged in children at this grade level. 
Necessary materials for this type of experience,s 
include: scissors, rulers, pencils; crayons, paste, 
paper clips, fasteners;scotch tape, paint brushes, and 
paint. Other incidental materials can be added as 
need depending on the type of activity being carried 
out. 
11 PAPER PEOPLE: . 
Materials: 
Stiff construction paper in various colors, paste, 
paint or crayons, thread, scissors, pencils, rulers, 
and needles. 
Description of Materials: 
Construction paper: In various colors so that figures 
may be drawn and the finished product will be sturdy 
and easy to handle. 
Paste: To keep parts of· the figures together and to 
hold them quite permane.ntly in desired positions. 
Needle and thread: To sew added designs, beads or 
decorations of and sort to the figures. 
Scissors: To cut the figures. 
Ruler~ ·To measure out the size of the figures being 
constructed~ 
Procedure: 
Draw the desired figures on folded stiff construction 
paper with the top of the head or the hat on the fold. 
The front and rear views of the figure are attached at 
1/ Frank C. Moore and others, Handcrafts for Elementary 
Schools, D.C. Heath and Company, Boston, Massachusetts, 
1953, p. 64. 
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the top of the head. A 1 '' tab is drawn at the feet 
of both views. Spread feet will stand better than a 
narrow base. 
Keep folded and cut through both figures one at a 
time. Do not cut across the top of the head or hat 
if the figure is wearing one. 
Crayon or paint the figure in the desired manner. 
Fold-back the tabs, keeping the lines drawn on the 
outside.of the crease. 
Other Paper Craft Activities: 
The following is a suggested list of other paper 
craft activities which may be used ih the third and fourth 
grades including some of the activities begun in the 
earlier grades: 
Crayon Resist Paper Craft Farm Collages 
Crayon Designs Jack-in-the-box Movies 
Paper Sculpture Paper Animals Masks 
Paper Puppets Greeting Cards Mobiles 
Covered Boxes Three-dimensional Paper Mache 
Murals 
CERAMIC CRAFTS: 
The three-dimensional form can be expressed creatively 
and easily by children in many ways including clay, 
plaster, and new types of plastics. 
On the elementary level few tools and little equipment 
are necessary for the child to freely express his 
ideas, enjoy the activity, and gain educational value 
from the experience. · · 
Workwlth ceramic crafts should be begun in the lower 
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elementary grades and should be developed further in the 
third and fot1,rth grades with more difficult projects 
and experiences. 
Earlier experiences with clay and other types o:f 
ceramic crafts should be reviewed and repeated depend-
ing upon the ability and development level o:f the 
individual child. 
Basic Materials: 
Clay; oilcloth or covering; tools (rolling pins, sticks, 
wedges, slab frames, knives); Cloths or sponges; 
miscellany (seashells, nuts, nails, screens, sponges); 
paints or show card colors; and shellac. 
Description of Materials: 
Clay: An already mixed-moist clay or a dry powdered 
clay. 
Oilcloth or covering: To protect the desktops or 
working surface and to provide a good working surface 
:for the child. 
Tools: Tools needed include rolling pins, sticks, 
wedges, slab frames, and knives. 
Cloths or sponges: To clean and dry the child's hands 
after the activity is completed and to moisten the clay 
if it becomes too dry as the child is working with it. 
Box of miscellany: Seashells, nuts, nails, screens, 
sponges, etc., to use in addition to tools in apply 
design and decoration to the children's creations. 
Paints or show card colors: To paint the finished 
object. 
Shellac: To make a covering over clay piece if it 
cannot be fired; to make the object last. permanently. 
Ceramic Craft Activities: 
The following is a list of suggested clay or modeling 
ceramic cra:ft activities which may be carried out in the 
classroom under the skillful guidance of the teacher includ· 
II 
136 
il 
1 
-L 
l 
some activities which_ were begun in the lower elementary 
grades: 
Wedging Clay 
Clay People 
Decorative Plaques 
Candle Holders 
GRAPHIC ARTS CRAFTS: 
L.eaf Trays 
Tiles 
Coil Bowls 
Clay Animals 
Plaster Plaques Plaster Figurines 
Ceramic Slabs 
Reproducing designs on various types of materials 
through any of the various processes is a fascinating 
craft and an extremely creative one. 
Activities and projects should·be attempted which are 
equal to the child's ability and developmental level. 
Art experiences in graphic arts crafts begun in lower 
elementary grades may be developed more fully in the 
middle elementary grades·and many new activities and 
materials may be introduced at this level. 
In graphic arts, many skills acquired in other types 
of art activities are used. 
Basic Materials: 
Battleship linbleums; a· cutting board; a working 
surface; smocks; carrots; potatoes; soft absorbent 
paper; linoleum cutting tools; water soluble inks 
(colored); a large block of wood; glass; brayer; 
pencil; vise;, file; sandpaper; and silk screen materials. 
Graphic Arts Activities: 
The following is a list of suggested graphic art crafts 
activities for us~ in a third or £6urth grade classroom: 
(Many of the activities listed include some from the lower 
elementary grades) 
Potato Printing: Book Covers, Designs, Place Cards, 
and Greeting Cards 
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Two-color Stenciling: Christmas and Regular Cards, 
Place Mats, Aprons, Kerchiefs, 
and Handkerchiefs 
Blueprinting! Flower Prints, Pictures, and 
Creative Designs 
Linoleum Block Printing: Raised designs, Backgrounds, 
and Outlines 
Glass Painting: Decorative Designs on Glasses 
Sponge Printing 
Stamp Printing with different vegetables 
Stick Printing 
·Wood cuts 
REFERENCES : 
The following is a suggested list of reference books 
for the use of the classroom teacher in which the preceding 
arts and craft activities and many other craft activities 
are described in greater detail: 
l. 
2. 
3 . 
4. 
5. 
6. 
Bolander, El.la Langenberg, Let r s Make Our Own, 
The American Crayon Company, Sandusky, Ohio, 1947. 
Boehmer, Susan E., and Chris H. Groneman, 
Making Things is Fun, Book II, Steck Company, 
Austin, Texas, 1946. 
Bryce, Mayo, and Harry B. Green, Teacherrs Craft 
Manual, Fearon Publishers, San Francisco, 
California, .1956. · 
Dryad:Handicrafts, Handicrafts for Children, 
Manual Arts Press, Peoria, Illinois, 1940. 
De Lemos, Pedro J., Creative Art Crafts, Davis 
Press, Inc .. , Worcester, Massachusetts, 1943. 
Moore, Frank C., and others, Handcrafts for 
Elementary Schools, D.C.Heath and Company, 
Boston, Massachus~tts, 1953. 
Newkirk, Louis V., Integrated Handwork for Elemen-
tary Schools, Silver Burdett Company, New York,l940 
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CHAPTER· VII 
GRADES FIVE AND SIX 
PROVIDE A VARIETY OF E~PERIENCES; 
The classroom teacher must continue as in the lower 
grades to make art not only an integral part of the day 
within the classroom, but also must provide experiences for 
the children • of direc~t cont;;tct with the resources and 
activities being carried on in the co~unity. Field trips 
and excurs.ions hold untold possibilities for motivating 
creative expression and increasing the-intellectual growth 
of each child. 
Through the year .of work .every child should show some 
: ,':· 
measure of progress, and it is hoped that he will strengthen 
his art understanding and become more independent in his 
creative work. 
OBJECTIVES: 
Continued .. development of the objectives begun. and 
developed in the lower grades · · · 
Art experiences may be adapted to meet the differences 
in personality and ability found in eac.Q. child 
The scope of the art program may be broadened to 
provide satisfactory and meaningful art experiences 
for all children 
Through proper art activities and experiences each 
child will develop a greater awareness of himself and 
will gain in individual social independence 
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The teacher must be a ·relaxed and skillful leader in 
dealing with the pre-adolescent child, wp.o tends to have 
a negative attitude and be overly critical of his work 
Ability to adapt school craft activities for use in the 
child's leisure time 
Develop an awareness of design qualitie,s 
Develop the understanding of simple perspective, shading 
and relative color as applied to landscape drawing 
Encourage experimentation-with a variety of media 
and materials 
Encourage growth in self-evaluation and willingness to 
continue working to achieve desired results 
Develop ability to relate design to objects of 
practical use. 
Encourage the children to respond freely through 
discussion periods · 
Give individual aid to the hesitant or reluctant child 
in the classroom. 
MOTIVATION: 
Stimulate creative expression in children through 
general discussions and demonstrations 
Give child greater responsibility and less teacher 
guidance unless it is particularly needed 
Field trips and excursions in the nearby community 
motivate further creative expression and intellectual 
growth 
Varied art experiences should be provided for children 
with exceptional ability 
Allow children wider choice of art media and materials 
more suited to their individual needs 
Provide opportunity for art experiences related to 
other ·subjects in the curriculum 
'I 
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Maintain a balanced approach so that techniques will 
not dominate the child's thinking and crowd out fine 
creative expression. 
ART ACTIVITIES: 
THE PAINTING ARTS: 
Many of the art projects at this grade level are 
equally good for individual and group work. 
Painting activities are more suecessful at this grade 
level when earlier art experiences have included easel 
and finger painting. 
The need for. grayed colors first appears in grades 
five and six. . Grayed colors are made by combining 
opposite colors and by adding black to a color. The 
opposite colors are: red and green, blue and orange, 
and yellow and violet. 
Children atthis grade level should be given the 
opportunity to experiment with mixing colors in both 
tempera and water-color paints. 
Children in the upper elementary grades are expected 
to have better control i~ painting and good work habits. 
At this grade level children are capable of handling 
almost any medium, though with varying degrees of 
skill and ability. 
Children in grades five and six are interested in 
detailed work, in accurate execution, and in practical 
rather than highly imaginative problems. 
Children should be given the opportunity to experiment 
with different painting media and materials: such as, 
oils, tempera, water-color, finger paints, canvas, 
paste board, wood panels, cardboard and various types 
of paper and brushes. 
Children should be given the opportunity to mix media 
if this is a desire. 
Painting Art Activities: 
The following is a suggested list of painting activities 
which may be used in the fifth and sixth grades including 
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some of the more advanced forms of techniques acquired in 
painting activities in the lower grades: 
Water-color Painting from Nature 
Oil Paint Still Life Set-ups on Canvas Board 
Free Tempera Paint Designs 
Dioramas 
Direct Murals 
Planned Murals 
Marblized Paper 
Spatter Painting 
Illustrations 
. :· 
Paper Batiks 
Chalk Paintings 
Greeting Cards 
Chalk and fempera Paintings 
Caesin Painting 
Water-color Action Figures 
REFERENCES: 
The following is a suggested list of reference books 
for the use of the classroom teacher in which the above 
activities and many other painting activities are described 
in greater detail: 
1. Cole, Natalie Robinson, The Arts in the Classroom, 
The .John Day Company; New York, 1940. 
' . 
. . - . 
2. Erdt, Margaret, Teaching Art in the Elementary 
School, Rinehart and Company, New York, 1954. 
143 
'I 
3. 
6. 
Gregg, Harold, Art for the Schools of America, 
The International Textbook Company, Scranton, 
Pennsylvania, 1941~ 
Mock, Ruth, Principles of Art ·Teaching, Philosophi-
cal Library, Inc., New York, 1955. 
Payant, Felix, Our Changing Art Education, Keramic 
Studio Publishing Company, Ohio, 1935. 
Zaidenberg, Arthur, Your Child is an Artist, 
Grosset and Dunlap, Publishers, New York, 1949. 
THE DRA~ITNG ARTS: 
Good drawing depends not only upon skill and sensiti-
vity·to line, but also upon observation as in the 
earlier grades. 
The drawing arts in grades five and six include 
colored chalk, crayon, charcoal, pencil, and a limited 
amount of pen and ink work. 
Through drawing activities the child is able to compose 
figures in group compositions. 
In the upper elementary grades the child ceases to 
rely solely upon prepared colors and begins to mix 
his own. 
Through out-of-door drawing activities the child attains 
an understanding of simple perspective, shading, and 
relative color. · 
The child develops·greater confidence in his own 
ability to draw and sketch. 
The child begins to be aware of design qualities in 
everything he seesand is increasingly able to relate 
design to artiqles of'practical use. 
The child develops an·awareness of dark and light 
patteri1s in his drawings and begins to experiment with 
shading in his. compositions, with the result that the 
dark and light patterns become more meaningful. 
Subjects for. drawings ca,n be found in objects within 
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the classroom for a still life set-up; the outside 
environment, landscape and architectural drawing; or 
from topics suggested in general discussion period. 
Children should be given the opportunity to appraise 
their own work and draw their own conclusions. 
COLORED CHALK DRAWING: 11 
This is a good drawing material for children in all the 
elementary grades, but more advanced problems should 
be given in the upper grades. · 
Chalk is good for easel and flat work, for individual 
and group activities, and as a quick material for 
covering large surfaces like murals and backgrounds. 
When working with chalk, the direct approach, without 
pre-drawing in pencil, is the most effective. If some 
sketching is necessary, do it with the chalk. 
Colored chalk comes in a wide range of color and in 
large and small sizes. The chalk is responsive to 
pressure and may be blended and shaded, as well as 
used sharply. 
Colored chalk is a superior material for music rhythms 
and action drawingbecause it is so easy to handle 
that rapid drawing and sketching is possible. 
Chalk can be used on any paper whichdoes not have a 
smooth surface. Newsprint, Manila, colored construction 
paper, and wrapping paper are all acceptable. 
Chalk drawings must be protected by a fixative. The 
new plastic fixative in a self-spraying contain~r is 
better than charcoal fixative because there is less 
change of color after spraying .. 
A proper working area must be provided for each child, 
and paper fastened with masking tape to a heavy piece 
of cardboard is a good drawing board for out-of-door 
activities. 
A cloth should be provided for each child to wipe his 
hands on, for colored chalk is extremely dusty and will 
smudge easily. 
1/ Margaret Hamilton Erdt, op~cit., p. 156. 
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,. Other Drawing Activities: 
l 
The following is a suggested list of other drawing 
activities which may be used in the fifth and sixth grades 
including some of the more advanced forms of drawing 
techniques acquired in the lower grades:-. 
Charcoal Drawing 
Pencil Sketching 
Crayon Etching 
Greeting Cards 
Mixed Media Sketching 
Chalk Action Drawings 
Pen and Ink Rendering 
Colored Crayon Drawings 
Wet Chalk Activities 
Charcoal and Colored Chalk Murals 
Pen and Ink Lettering for-Posters and Illustrations 
Free Expression Pen and Ink Drawing 
REFERENCES: 
The following is a suggested list of reference books 
for the use of the classroom-teacher in.which the above 
activities and many other drawing activities are described 
in greater detail: 
1. Browne, _Sybil, Art and Materials for the Schools, 
Progressive Education Association, New York, 1943. 
2. D t Amico, Victor, Creative· Teaching in Art, 
International Textbook Company, . Scranton, 
Pennsylvania, 1942. 
3. Graves, Maitland, The Art of Color and Design, 
Mc-Graw~Hill Book Company, Inc., New York, 1941. 
4. Lowenfeld, Victor, Creative and Mental Growth, 
(Third Edition)~ Macmillan C.ompany, New York, 1957 . 
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5. Major, Charlotte R. , Teaching Art in Elementary 
Schools, Progressive Education Association, 
New -York, 1941. 
6. Schultz, Harold A., and Harlan J. Shores, 
Art in the Elementa~y School: Practical Suggestions 
for the Classroom Teacher, University of Illinois, 
Urbana, Illinois, 1948. 
PAPER CRAFTS! 
Handcraft is a natural means of.expression for most 
children. Just as children need opportunities for 
intellectual, dramatic, or civic expression, so do 
they need opportunities for manual expression in crafts. 
Appreciation for a material requires a knowledge of 
the na terial. Appreciation of materials can best 
come through handling, the materials; forming and 
shaping them, and using them to create some desired 
article. 
Paper crafts are begun:in the kindergarten and 
developed throughout the elementary grades • 
. The tools required ·for working with paper are few in 
number and easily obtained.· Scissors, rulers, pencils, 
and paint brushes are essential. Add paints, crayons, 
paste, paper clips, paper fasteners, and Scotch tape 
to create a paper craft kit for classroom use. 
Paper can easily be rolled, folded, curled, twisted 
and modeled. 
Crafts should never be separated from design, and 
creative expression in paper work and design should 
be encouraged in children in grades five and six. 
The ability to create original designs should be 
encouraged in children. Creative design must include 
.consideration of the material being used. 
The t.eacher should present . limitations and rules of 
construction in paper crafts to guide children in 
developing their·own designs. 
Paper craft skills to be achieved in grades five and 
six include the following: enlarging patterns, 
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decreasing patterns, using papier mache, painting with 
enamels, and spraying with shellac. 
Other Paper Craft Activities: 
The following isa suggested list of other paper craft 
activities and experiences which·may be used in the fifth 
and sixth grades including· some of the more advanced forms 
of activities begun in·the lower·grades: 
Paper Wagons Papier-mache 
Cone-Shaped Baskets· . Greeting Cards 
Paper Beads 
Relief Maps 
Marblized Paper 
Paper Satchels 
Dioramas 
Paper Puppets 
Movies 
":: ·: 
1/ 
CERAMIC CRAFTS:-
Paper Craft Farm or Town 
Paper Sculpture 
Carts 
Collages 
Mobiles 
Three-Dimensional Mu~als 
Masks from Sheets of Paper 
Clay provides a pliable material that can be used to 
create three-dimensional projects. 
On the elem~ntary level few tools and little equipment 
are necessary for the child to freely express.his 
ideas, enjoy the activity, and gain educational value 
from the experience •. 
Earlier experiences with clay and other types of 
c.eramic crafts should be reviewed and repeated 
depending upon the ability and developmental level 
of the individual child. 
A good grade of moist buff modeling clay will prove 
most satisfactory for general use, for it is well 
y Frank C. Moore and others, op.cit., pp. 136-141 . 
• 
suited to modeling and casting. 
Another pra~tical type of clay for elementary work is 
Mexican pottery clay, a sel:f'-hardening clay. This 
is purchased in powder form and mixed with water to 
acquire the proper consistency~ 
When working on a piece of pottery or clay object, 
it is necessary to keep the clay moist until t~e 
modeling or forming is finished. This is done by 
covering the unfinished article with a wet cloth or a 
dry one to help keep the moisture in. 
Basic materials needed for clay work in the fifth 
and sixth grades is the same as those materials used 
in the third and fourth grades~ clay, an oilcloth 
covering for the desks, rolling pins, sticks, cloths, 
a box of miscellaneous decorative items, paints or 
enamels, and shellac. 
Ceramic skills to be acquired in grades five and six 
include the following: making frames for molds, 
making plaster molds, using the plaster molds, mixing 
plaster, mixing slip, and casting with slip. 
As in all craftwork, however, the classroom teacher 
should be aware that certain projects and certain 
processes are likely to result in failure or unsatis-
factory work if the children attempt to do work that 
is beyond their ability. 
Ceramic Craft Activities: 
The following is a list of suggested clay or modeling 
ceramic craft activities which may be carried out in the 
classroom under the skillful guidance of the teacher 
including some activities in more advanced form which were 
begun in the lower grades: 
Leaf Trays 
Candle Holders 
Tiles 
Slab Pottery 
Cast Bowls 
Clay Animals 
Decorative Plaqu~ 
Plaster Plaques and Figurines 
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GRAPHIC ARTS CRAFTS: 
Reproducing designs on materials through any of 
various processes is a fascinating craft and a very 
old one, as well as a creative one. 
Block printing is one of the oldest methods of applying 
a design to paper or cloth~ In the elementary grades, 
simple linoleum clock printing and wood block printing 
can be done. A simpler method of reproducing designs 
on paper is found in stick printing and potato printing. 
Stenciling with textile colors that are fade proof 
offers the child an easy method for applying designs 
on cloth. 
Graphic arts crafts are often used as a supplement to 
other craftwork as the processes involved may be used 
to decorate surfaces of various kinds. 
Activities and projects should be attempted which are 
equal to child's ability and developmental level. 
Basic Materials: 
Battleship linoleum; a cutting board; a working surface; 
smocks; carrots; potatoes; soft, absorbent paper; 
linoleum cutting tools; water soluble inks, (colored); 
a large block of wood; glass; brayer; pencil; ruler; 
vise; file; sandpaper; and silk screen materials. 
Graphic Arts Activities: 
The following is a list of s~ggested graphic arts crafts 
activities which may be used in the fifth and sixth grade 
classroom including some more advanced forms of skills 
acquired in the lower grades: 
Linoleum Block Printing: Border Designs, Aprons, Towels, 
Skirts, Illustrations, and 
Greeting Cards 
Stenciling: . Handkerchiefs, Neckties'· Table 
Mats, Scarves, Wall Hangings, 
and Creative Designs 
Glass Painting: Decorative Designs on Bottles, 
vases, Glasses, and Plaques 
I 
I 
Woodcut Designs! 
Sponge Printing 
Book Covers, Illustrations, and 
Greeting Cards 
Stamp Printing with Vegetables 
Stick Printing: Designs and Illustrations 
Potato Printing: Book Covers, Designs, Place Cards, 
and Illustrations 
Two-color Stenciling 
REFERENCES: 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
Bolander, Ella:·Langenberg, LetTs Make Our OWn, The 
American·crayon Company, Sandusky, Ohio, 1947. 
Binns, Charles Fergus, The Potterts Craft, (Third 
Edition), D. Van Nostrand Company, New York, 1947. 
Bryce, Mayo, and Harry B. Green, Teacher's Craft 
Ma;nual, Fearon Publishers, San Francisco, 
California, 1956. . . 
DeLemos, Pedro J., Creative Art Crafts, Davis 
Press, Inc., Worcester, Massachusetts, 1943. 
Knapp, Harriet, Design Aplroach.to Crafts, The 
American Crayon Company, 951. . .· 
Moore, Frank C. , and others, Handcrafts for 
Elementary Grades, D. C. Heath and Company, Boston, 
Massachusetts, 1953. 
Newkirk, Louis V., and LaVada Zutter, You Can Make 
It, Silver Burdett Company, New York, 1944. 
Polk, Ralph W., Essentials of Linoleum-Block Print-
ing, Manual Arts Press, Peoria, Illinois, 1927. 
Tomilson, R. R., Crafts for Children, Studio 
Publications Inc., New York, 1935. 
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